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Abstract
This thesis is a study of Yuan ye, a Chinese treatise on garden design written 
by Ji Cheng and published in or after 1635. Although not prominent in 
Chinese discourse on gardens during the 17th to the 19th centuries, Yuan ye 
became an indispensable classic for many scholars of Chinese gardens in the 
20th century.
This thesis develops a path of thinking that enhance our understanding of 
Yuan ye in three ways: first, by articulating an interdisciplinary field of 
discussion that shows how recent developments in the fields of architecture, 
landscape architecture and comparative philosophy have opened up 
significant possibilities for re-reading Yuan ye. Second, by offering nuanced 
readings of selected passages from Yuan ye that go beyond conventional 
readings of this treatise that take the form of content summary. And, third, 
by considering Yuan ye in relation to a range of Chinese texts from the 13th 
to the 20th century that have been selected with two concerns in mind: 
movement and stillness in the experience of landscape design, and the 
formation of the cultural memory of gardens.
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Preface
This thesis is a study of Yuan ye URn, a 17-century Chinese treatise on 
gardens written by Ji Cheng I f  Me (b. 1582). For most of this century, 
scholarly attention on this treatise had centred on its semantic meaning, its 
translation into modem Chinese and the preparation of an annotated edition. 
When the present study began as an honours research project in 1984, the 
first Chinese annotated edition was being revised for a further edition. My 
previous studies in Sydney had impressed upon me the need for careful 
handling of textual materials when classical Chinese texts are presented in 
English translation. This basic lesson in Sinology has remained important 
as my study of Yuan ye developed. However, it soon became evident that a 
form of reading and translation that remained focussed on matters of 
semantic content would not be responsive to two problems.
First, careful attention to semantic content proved insufficient for particular 
problems of translation. The title, Yuan ye, for instance, had been variously 
translated as Garden Building, The Craft o f Gardens and The Refining o f 
Gardens. But I was not satisfied with the way these translations handled the 
specificity of ye, “smelting.” In the present thesis, I have proposed a new 
rendering of Yuan ye that is informed by an interpretive view of the whole 
treatise and its function. Second, attention to semantic content was 
expressed at the level of analysis as a basic form of content summary. After 
a year’s work on the treatise at honours level, it became evident that this 
basic form of content summary commonly left out many textual features of
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the treatise and it was also relatively easy to emplot elements of the treatise 
into a modem understanding of the process of architectural design. The 
resulting understanding of Yuan ye dissatisfied me because of its particular 
kind of partiality and because it seemed to be putting old wine in a modem 
bottle in an unreflective manner.
My encounters in 1985 with the two most prominent Chinese scholars of 
gardens, the late Professors Chen Zhi RjfiSi and Chen Congzhou 
who had been leading the effort to annotate the treatise and to translate it 
into modem Chinese, opened two horizons of exploration. Professor Chen 
Zhi always insisted that the study of Chinese gardens is a part of the modem 
and international discipline of landscape architecture (zaoyuanxue 
In studying Chinese gardens, he encouraged me to set the horizons of 
thinking very broadly. In subsequent years, I developed and broadened his 
internationalism to a specific view of the interdisciplinary nature of Chinese 
garden history, which is presented in this thesis as Chapter 1.
The most significant hurdle of “gaining a broad view” (hongguan is
the question of cross-cultural perspectives. If the specificity of Chinese 
materials and views was not to be subsumed under the discipline of 
architecture or landscape architecture—conceived as an international entity 
but implicitly figured as something descended from the Anglo-European 
tradition—a way of articulating differences between traditions is necessary. 
Yet, comparisons of Chinese and other kinds of gardens commonly occur 
only at the level of aesthetics and visual or spatial features, and this has not 
yielded anything more than obvious conclusions such as “the French
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tradition emphasized geometric regularity, while the Chinese used irregular 
forms.”
As the usefulness of direct cross-cultural comparisons of this kind looked 
unpromising, what seemed desirable was a mediating conceptual apparatus 
that allowed more nuanced and complex differentiations to be made.
Recent work in comparative philosophy has opened up a way of discussing 
and comparing Chinese and European ways of thinking, and I attempted to 
plot an analogous study of these two traditions in the domain of architecture 
and garden design. The resulting understanding of a cross-cultural approach 
to the study of Yuan ye is presented here in the second half of the Chapter 1. 
Modem writings on Chinese gardens have commonly sought to understand 
Chinese gardens in relationship to Chinese philosophy, and so the effect of 
introducing recent work in comparative philosophy is simply a timely up­
dating of the understanding of Chinese thought that had previously been 
correlated with Chinese garden history. But the detailed working through of 
more specific issues and the close readings in the subsequent parts of the 
thesis are intended to show the ramifications and interpretive results that the 
resources of comparative philosophy has opened up for Chinese garden 
history.
In these various ways, the initial impetus that arose out of my encounter 
with the work of Chen Zhi has been decisive. The sense that, in reading a 
single treatise of the 17th-century, one is nevertheless engaged with diverse 
arenas of scholarly study arose out of the modernist internationalism of 
Professor Chen’s scholarship.
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Professor Chen Congzhou is best known for his short essays on aspects of 
Chinese gardens. The mode of his work has been unique among modem 
scholars of Chinese gardens in that he sought to embody, in a personal way, 
the range of Chinese cultural interests that is traditionally associated with 
gardens: he was a pupil of the painter Zhang Daqian T"; he received 
his university training in the field of literature and has published a volume 
of poetry; he is an accomplished calligrapher; and he has attempted to 
maintain and extend the traditional essayists’ approach to the discussion of 
Chinese gardens. The focus of my encounter with Professor Chen was a 
minute reading of Yuan ye, in an attempt to understand the functioning of 
each word in each sentence. Whereas my encounter with Chen Zhi 
prompted me to strive for a macro-view of interdisciplinary possibilities, my 
days with Chen Congzhou helped me to maintain a micro-level attention to 
textual details. In subsequent years, this became linked with the close 
attention to both philological and philosophical matters that seemed to be a 
hallmark of the work of scholars such as François Jullien and Roger T. 
Ames. The study of categories such as yuan HI and zaoyuanjia 
(landscape architect) in Chapter 2, and the close reading of aspects of Yuan 
ye developed in Chapter 3 are the results of my following and developing 
the impetus that I received from Professor Chen Congzhou.
My own experience in Western universities alerted me to the institutional 
frames of reference that help maintain and promote particular modes of 
reading. New readings emerge not only because of substantive and personal 
insights but because of changing conditions of possibility as a function of
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institutional frameworks. Yuan ye was written as a didactic text and its 
modem revival and canonization has specific institutional contexts. As 
institutional conditions have changed during the course of this century, 
possibilities for a new reading of the treatise have opened up and these 
possibilities can best be articulated by a coordinated survey of relevant 
changes in institutional conditions and scholarly paradigms.
Since modem institutions of architecture have been the major context for 
the reading of Yuan ye, it became evident that by attending to major changes 
in architectural institutions of learning, one can reappraise the significance 
of the treatise as a classic. In following changes in these institutions, one is 
always dealing with emergent concerns and residue attitudes and pre­
suppositions, and so the problem seems to require an account of the relevant 
and irrelevant attitudes and pre-suppositions that would support a new 
reading of Yuan ye. Chapters 1 and 2 are motivated by these concerns.
Chapter 1 considers the task of reading Yuan ye in a broad interdisciplinary 
setting and spells out the rudiments of a cross-cultural approach that would 
be given nuance and deployed in subsequent chapters. The centre of 
attention here are existing scholarship of various kinds and their bearing on 
the prospects of reading Yuan ye.
Chapter 2 examines the architectural setting of Yuan ye with a view to 
highlight inappropriate assumptions and to articulate some basic issues 
of categories. The analysis combines elements of philosophical 
reflection (on the logic of categories and of representation), social
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distinction (professionalism and auctoritas) and textual commentary (on 
two specific Chinese texts that have not been previously studied in the 
context of Chinese garden history).
Chapters 3, 4 and 5 are devoted to two interrelated tasks. I shall attempt 
to present different ways of close reading that highlight the conceptual 
patterns of Yuan ye and of certain other texts that give a sense of its 
discursive context. These ways of reading have been developed in the 
course of searching for theoretical vantage points that bring the Chinese 
material into relationship with broader concerns in comparative 
philosophy, and in architectural theory and landscape architecture.
In undertaking these two interrelated tasks, I shall focus on selected 
parts of Yuan ye, short texts from the Ming period, and a Ming book of 
quotations. The intention here is twofold: (1)1 shall attempt to 
demonstrate how different units of understanding are involved in the 
study of these texts—individual key terms, the rhetorical drift in a short 
passage, a series of texts formed by the ramification of themes, and the 
archival re-grouping of texts as part of the construction of the cultural 
memory of gardens. (2) I would like to show how the reading of Chinese 
secondary sources can illuminate the broader discursive context of Yuan 
ye, and to suggest that the importance of Chinese primary sources should 
not be allowed to occlude the usefulness of reading Chinese sources as 
works in their own right.
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Although the problem of finding a fruitful theoretical vantage point from 
which to consider the texts is common to the readings that will be offered 
below, different analytical problems are inherent in dealing with different 
units of understanding.
In correlating diverse arenas of scholarly activity, it emerged that the 
dichotomy of subject and object, or Man and Nature, is a common concern 
in contemporary architecture, landscape architecture, comparative 
philosophy and literary studies. Yuan ye is famous for arguing for the 
importance of the master designer of gardens, and the relation of designer 
and designed outcome is a key issue in the reading of the treatise. This 
issue is directly related to the dichotomies of subject/object, Man/Nature. 
The present thesis attempts to show that the dualistic logic of subject and 
object is inappropriately applied to the reading of Yuan ye, and the treatise’s 
contemporary significance can be partially articulated by reading it as a 
form of discourse that does not involve problems of dualistic thinking. 
Chapter 3 is devoted to this task and offers a close reading of selected 
passages from Yuan ye. First, it demonstrates how structural analysis of the 
text allows new insights on Yuan ye's conception of the garden designer. 
The key terms involved in this conception—ti (embodiment), yi S
(appropriateness) ,yin 13 (interdependence),^ \& (borrowing)—are given 
new interpretations in the course of the discussion. And, second, it shows 
how the meandering rhetoric of the treatise in the discussion of borrowing 
views might be read as the trace of a peripatetic design thinking.
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Chapter Four extends the discussion by turning to a series of texts from 
the 13 th century to the 17th century that can be understood as part of the 
traditional context from which Yuan ye emerged. These texts deal with 
buildings that offer an experience of the landscape and I propose to read 
them obliquely for the insights that they may yield on the topic of 
movement and the experience of Chinese gardens, a topic that has not 
been studied in detail by modem scholars of Chinese gardens and on 
which there does not appear to be a readily recognizable set of pertinent 
primary sources. The challenge here is how to derive insights on 
movement and the experience of gardens in a context where the 
traditional sources do not appear to include substantial writings on it. 
The theoretical vantage point that I have chosen for this study is 
Professor Chen Congzhou’s remarks on the mutuality of movement and 
stillness in the experience of Chinese gardens. The exploration led me 
to a range of texts on different topics that required a mode of reading 
that followed the ramification of topics and paid special attention to the 
role of verbs in the Chinese texts.
Chapter Five broadens the appreciation of the literary context of Yuan ye 
by focussing on two Chinese secondary sources. These sources suggest 
that Chinese encyclopedias (lei shu ^I !i)and books of quotation played 
a role in the formation of the cultural memory of gardens by the 
selection and grouping of texts. In my study of the Zui Gu TangJian 
sao (The Sweep of the Sword from the Hall for Getting
Drunk on Antiquity), a Ming book of quotations, I shall focus on the 
significance of suspended quotations for understanding how the literary
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tradition and acts of imagining in garden design and garden appreciation 
might be related to each other. It is generally accepted that Chinese 
literature is closely related to the design of Ming gardens. The challenge 
is how one might consider the question of meaning involved. Is the 
identification of literary allusions in texts and gardens a simple matter of 
identifying and fixing meanings? My argument here is twofold: (1) the 
suspended quotations of the Zui Gu Tang Jian sao suggests that a way of 
understanding how literary tradition might be understood in relation to 
the openness of meaning in the experience of Ming gardens. Past 
experiences and future experiences are linked in a open-ended way that 
is germaine to our understanding of Yuan ye. (2) The cultural memory of 
gardens in traditional China should not be considered a simple linear 
process of transmission. The texts I shall study in Chapter Five 
suggests, on the contrary, that there were nodal points of re-organization. 
The study of Yuan ye can be contextualized by attending to these nodal 
points. The theoretical vantage point that I have adopted for pursuing 
this argument is the idea that the past is virtual in the present.
Strategic Horizons
Throughout the thesis, recent work in the field of comparative philosophy 
has played a crucial role in developing a new sense of what is involved in 
reading Yuan ye and in articulating new understandings of the master 
designer of gardens as discussed in Yuan ye. This has been developed 
within a set of strategic horizons that can be explained as follows.
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■ Reversal. The principal trope of thinking that informs this thesis is 
reversal. Where the bulk of commentators have concentrated on semantic 
content, I would begin by thinking in an opposite direction, towards a broad 
view of interdisciplinary developments that might have a bearing on the re­
reading of Yuan ye. My hope is that this broad view opens up a sense of 
possibilities that can be developed in the interest of close readings. Where 
commentators such as Zhang Jiaji have been debating various points
of detail, attempting to define an unequivocal sense of various passages of 
Yuan ye, I began by thinking of writing a thesis that would have as a major 
part of its function the evocation of further possibilities of reading. Where 
most readers have been content to examine Yuan ye as a historical document 
while claiming for it the status of a classic, I would begin by considering 
how the significance of this treatise might be tested. Where the modem 
study of Chinese gardens has been conducted in isolation from western and 
contemporary debates in architecture and landscape architecture, I would 
reject this isolation and search for ways to shuttle between domains that 
have been kept separate.
This strategy of reversal is deployed at the macro-level of the conception of 
research impetus as well as the micro-level of articulating substantive 
points, for instance, a hybrid logic of professionalism (reversing 
essentialism) or the meaning of the key terms used in Yuan ye to discuss the 
master designer (reversing dualism). The micro-level deployment of this 
strategy is enabled by the macro-level considerations, and vice versa.
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■ Discontinuity. Historians of Chinese gardens have often assumed certain 
continuities in their object of study: in the relationship between Ji Cheng’s 
design work and his writings, in the historical evolution of Chinese garden 
design, in the relationship between discourse and the “real gardens.” My 
basic approach, following the strategy of reversal, is to suspend these 
assumptions of continuity as far as possible in order to avoid a certain sense 
of impasse that modem scholarship has reached: the relationship between 
design work and writings cannot be explored for want of sufficiently 
detailed sources on the design work; the evolution of garden-making 
remains sketchy for insufficient study of the large number of relevant 
sources about individual gardens, and so on.
By far the most important discontinuity that I would invoke is between 
modem and pre-modem frames of reference. In terms of the order of 
knowledge, this led me to question the seamless continuity between yuan 
and the modem professions that have claimed an interest in it. In terms of 
substantive interpretation, this led me to follow the ramifications of a non- 
dualistic understanding of the conceptual structure of Yuan ye. The benefit 
of this acknowledgment of discontinuity seems to have been an enhanced 
ability to avoid imposing inappropriate assumptions on the material under 
study. At the same time, since certain recent developments in architecture 
and landscape architecture have challenged modernist assumptions, the 
separation of Chinese materials from modernist frameworks allows a 
renewed understanding of their relevance to contemporary concerns.
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The strategy of discontinuity is not uniformly deployed in the thinking that 
informs this thesis. It has its value in the beginning stages of thinking, but 
later on, it can give way to a more nuanced understanding of dominant and 
marginal entities that might be contemporaneous. Thus, the work of 
Giorgio Agamben, and those of Dewey and Pierce through the work of 
David Hall and Roger Ames have influenced the unfolding of the present 
work. In each case, a marginal modem entity has offered terms of 
articulating distinctions that are germane to interpreting traditional 
materials.
Likewise, after an initial emphasis on the discontinuity between the Chinese 
and the Western tradition, the thinking of the thesis gives way to a shuttling 
that draws out resonances between elements caught up in different cultural 
trajectories. Again, the strategy of discontinuity requires both terms of 
discussion to be kept in view.
■ Specificity. An important concern of this thesis is the relationship 
between cultural specificity and the specificity of discourse in the reading of 
Yuan ye. The principal scholars who I have relied upon on the matter of 
cultural specificity of my Chinese sources are the comparative philosophers 
David Hall, Roger Ames and Wu Kuang-ming.1 The assumption of the 
specificity of discourse begins by reversing the common assumption that 
discourse is a representation of a non-discursive reality and turns attention 
to the task of a close reading of the surface of the text. The close reading of
1 See Robert Cummings Neville, Boston Confucianism: Portable Tradition in the Late- 
Modern World (Albany, N.Y.: State University of New York Press, 2000).
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Yuan ye proceeds with the aid of the work of the three comparative 
philosophers.
Another aspect of the strategy of specificity can be seen in the shuttling that
1 have just mentioned. This shuttling is a rhythmic unfolding, an open- 
ended to-and-fro that resists the linear thinking and teleological drive 
towards transcendental viewpoints. The shuttling moves between particular 
instances of writings rather than abstract categories of thought such as “East 
and West,” “style and function,” “space and time” or “landscape as 
language.” This shuttling emerges out of specific configurations of ideas 
already in circulation; and it is in fact not possible to imagine it as a 
thinking that is universally and indefinitely extendable, encompassing more 
and more within its movements without limit. There is a rarity of texts and 
landscapes between which one can spin out a cross-cultural shuttling. The 
shuttling evokes a sense of new associations in landscape architecture which 
can be called “cultural mutuality.”2 3 This is to be understood as mutuality 
among particulars rather than a general economy of mutuality.
■ External Illumination. The present thesis lays considerable emphasis on 
the value of drawing on sources beyond the immediate domain of study. 
Although its main focus is Yuan ye 's discussion of master designers, it 
reaches out to a range of diverse sources in an effort to resource a nuanced
2 For a discussion of a “postmodern” temporality of thinking that is resonant with the 
kind of shuttling that I have tried to enact in this thesis, see Elizabeth Deeds Ermath, 
Sequel to History: Postmodernism and the Crisis o f Representational Time (Princeton, 
NJ., Princeton University Press, 1992), pp. 45 ff.
3 This term is taken from Wu Kuang-ming, On Chinese Body Thinking: A Cultural 
Hermeneutic (Leiden, E.J. Brill, 1997), Chapter 9.
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discussion of this treatise. The benefit of this strategy of external 
illumination lies in throwing off old assumptions and habits of research 
rather than in establishing a new truth. The aim here is to help re-vitalize 
the domain of Chinese garden history and to bring it into dialogue with 
other fields of study rather than to propose a definitive interpretation of one 
aspect of a treatise.
The University of Sydney’s regulations permit doctoral candidates to 
include their previously-published work as part of their theses and require 
that such inclusions be duly indicated. Accordingly, I would point out that 
an earlier version of Chapter 1 and of the section “Figurations: Yuan and ye” 
in Chapter 2 (pp. 88-90) have appeared in “The Interdisciplinary Prospects 
of Yuan ye," Studies in the History o f Gardens & Designed Landscapes 
18,3(Autumn 1998); parts of the section “Two Salient Examples” (pp. 81- 
83) has appeared in “Word and Garden in Chinese Essays on Gardens of the 
Ming Dynasty: Notes on Matters of Approach,” Interfaces: Image, Texte, 
Langage (Dijon) ll-12(June 1997): 77-90. The section “Dualistic 
Comparisons” in Chapter 3 (pp. 107-119) incorporates material from 
“Dualism and Polarism: Structures of Architectural and Landscape 
Architectural Discourse in China and the West,” Interstices (Auckland) 
4(1996), co-authored with Mark Jackson. In this collaborative work, I was 
the only researcher with access to Chinese sources. In the present thesis, I 
have revised and included parts of the introduction and the section on 
“Subject/Object” from that paper, for which I am the primary author. I have 
excluded those parts of the published work (the sections on language and
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post-structuralism) for which Dr Jackson was the primary author. The 
analysis of “Jie jing” in Chapter 3 (pp. 142-152) has appeared in “Self,
Scene and Action: The Final Chapter of Yuan ye" in Landscapes o f Memory 
and Experience, edited by Jan Birksted (London: Spon Press, 2000). The 
“Guide to Secondary Sources on Chinese Gardens,” presented as an 
appendix at the end of this thesis, origionally appeared in Studies in the 
History o f Gardens & Designed Landscapes 18,3(Autumn 1998).
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1. The Interdisciplinary Prospects of 
Reading Yuan ye
Writing a preface to a treatise entitled Yuan ye composed by Ji Cheng1 in 
1635, the famous literatus Zheng Yuanxun H|$7GjiJj (1603-1645)2 discussed 
the transmission of knowledge on Chinese garden design in this way:
The hundred arts o f the ancients are all transmitted in writing, 
why is only the construction of gardens [zao yuan iijr HI] not so 
transmitted? Someone said, “Gardens have different 
suitabilities, there are no fixed rules and so they cannot be 
transmitted.” What are “different suitabilities”? There is Hua- 
lin for the nobility o f King Jianwen M ^t,3 Golden Valley for the 
wealth o f Jilun ^fl%,4 5while for the poverty o f Zhongzi 
there is only a vegetable garden at Yuling This is
because people have different suitabilities. For the noble, the
1 Born 1582. The main biographical study is Cao Xun, “Ji Cheng yanjiu,” Jianzhushi 
Zh(Beijing), 13(Dec 1982): 1-16. See also DMB, 215-216.
2 Zheng Yuanxun, zi Chaozong hao Huidong i&jfL See DMB, 1: 216; Mingren,
783; Chen Ruheng, “Ji Ying Yuan zhuren Zheng Yuanxun,” Yangzhou shiyuan xuebao, 
1985, no.4, pp.136-138. 1 am indebted to the late Prof. Chen Zhi for presenting me with 
a copy of this work. Zheng’s garden, Ying Yuan (Garden of Reflections), was one of the 
eight great gardens of Yangzhou. See also Chen Zhi & Zhang Gungchi, eds., CZhongguo 
lidai mingyuanji xuanzhu (Hefei: Anhui kexue chubanshe, 1983), 220; Chen Zhi, ed., 
Zhongguo lidai zaoyuan wenxuan (Hefei: Huangshan shushe, 1992), 175; Li Dou, 
Yangzhou huafang lu (Yangzhou: Jiangsu guangling guji keyin she, 1984), 167-169; Wu 
Zhaozhao, Duo tian gong: Zhongguo yuanlin lilun yishu yingzao wenji ([Beijing]: 
Zhongguo jianzhu gongye chubanshe, 1992).
3 King Jianwen of the Liang dynasty. Shi shuo xin yu, Sibu congkan ed., Shang A.38a- 
38b.
4 Jilun is the courtesy name of Shi Chong TIIk ( 249-300) of the Jin period. Shi was the 
famous owner of the Garden of Golden Valley, located about 7 km away from the 
present-day city of Luoyang. For location map, see Zhou Weiquan, “Wei Jin Nanbeichao 
yuanlin gaishu,” Jianzhushi lunwenji 6(1984): 84.
5 Zhongzi: Chen Zhongzi Wi'Y'Y' of the Warring States period, well-known for his frugal 
ways in Mencius 25/3B/10 and 53/7A/34. Gao shi zhuan, Sibu beiyao ed., zhong.5b, 
says he was a native of Qi who later resided at Yuling in the State of Chu.
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lowly, the poor, the rich, one must not allow their places to be 
inverted. If there is not originally the elegance of “lofty 
mountains” and “luxuriant forests”6 and one vainly pretends to 
“winding waters,” if there is almost none of the scenic beauty 
of Luchai or Wenxing and one falsely assumes the 
name of Wangchuan $BJI| 8 is this not worse than Mo Mu 
putting on powder and lipstick, only to increase her ugliness? 
Thus sites also have different suitabilities and this should be 
assessed. Only when the master-designer “has hills and streams 
in his bosom,”10 can a garden be either elaborate and ornate, or 
simple and casual. Otherwise if one designs willfully, and 
entrusts everything to artisans and tile-layers, then streams will 
not obtain the quality of a meandering course, rockeries will not 
be endowed with the aspects of turning and connecting, and 
plants and trees will not achieve the appearance of covering and 
reflecting one another. . . .  In realizing what I call the land and 
people both have different suitabilities and in using the principle
6 Terms from the opening sentences of the famous “Lanting xu” (Preface to the Orchid 
Pavilion) by Wang Xizhi (A.D. 321-358). See Sang Shichang, “Lanting kao,” Zhi Bu Zu 
Zhai congshu edition, 1.2a.
7 Refers to the practice of floating wine cups on a meandering creek on the third day of the 
third month. Jin shu (Zhonghua shuju edition), 5/51/1433 tells us that the custom was 
initiated by the Duke of Zhou and King Zhao of Qin. See Nakane Kinsaku, “ Kyokusui 
ko,” Zoenzasshi 49,4(1986): 247-254. See also the entry on “winding waters” in Huang 
Chaoying (fl. 1101), Jing kangxiang su za ji, ed. Wu Qiying (Shanghai: Shanghai 
chubanshe, 1986), 34-35.
x Luchai and Wenxing are two of the twenty scenic spots of the Wangchuan estate of Wang 
Wei (699-759). It was constructed in the Wang River valley outside Chang’an around 
742 and had 20 architectural elements such as terraces, pavilions, bridges, walled or 
fenced compounds. See Hu Yuanying, Chongxiu Wangchuan zhi, preface dated 1937, in 
Lantian xian zhi, photolithographic reprint of Guangxu edition (Taibei: Taiwan xuesheng 
shuju, 1967), 3: 945-1102. Wu Tzu, “Cong Wangchuan yuan lun Tangdai zhi zaoyuan,” 
(Ph.D thesis, Sili Zhongguo wenhua daxue, 1980); Cheng Zhaoxiong, Zhonghua yuanyi 
shi (Taibei: Taiwan shangwu yinshukuan, 1985), 553-557; Tian Boyuan, “Wang Wei 
chan shi de yuanlin sixiang,” Fojiao wenhua xuebao, 1976, no. 5, pp. 31-7; idem, “Wang 
Wei de yuanlin sixiang—cong Wang Wei de yuanlin shi tan qi,” in Yuanlin wenxue fa  
fan, ed. Peng Zhenqiu (Taibei: Dalin chubanshe, n.d. [c. 1976]), 75-83. For a discussion 
of the topographical setting of the estate, see Marsha L. Wagner, Wang Wei, Twayne’s 
World Authors Series: China, TWAS 606 (n.p.: Twayne Publishers, 1981), 88.
9 Mo Mu, the fourth wife of the legendary Yellow Emperor, was well-known for her ugly 
appearance and virtuous character. See Shi j i  (Beijing: Zhonghua shuju, 1964) 1:10, n.4; 
Huainanzi, Sibu congkan edition, v.3, 16.13b and v.4, 19.5b.
10 Huang Tingjian, YuchangHuangxiansheng wenji, Sibu congkan edition, v. 1, 5.1 la.
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of dependence well, none is the equal of Wufou 1 .. . Not 
a few celebrities and men of letters of the world—when it comes 
to small villas where they can rest and go on excursions—how 
could they not ask the advice of Wufou? However, fearing that 
he cannot divide his person to respond everywhere, they may to 
some extent use his one work, The Figuration o f Gardens, to 
substitute for him. Yet in the end I regret that the knowledge 
and skills of Wufou cannot be transmitted, and what is 
transmitted is only his established methods, so that it is as if 
there is no transmission. But by adaptation [bian Hr] one will 
understand [tong jjfi], and by understanding, one will acquire the 
“roots” of the matter. Then in the end to be without a 
transmission does not equal an adequate account which comes 
from having a transmission. The “national talent” of today is 
just the “compass and set square” of tomorrow. How can one 
know that the book will not be celebrated together with the Kao 
gongji Record of the Artificer)?12
Despite the high sentiments expressed by Zheng Yuanxun, Yuan ye had an 
obscure existence after its appearance in the final decade of the Ming 
dynasty. It was not mentioned in any of the bibliographies and catalogues 
that have survived from 17th-century China. It was not among the works 
collected by the eighteenth-century editors of the imperial Si ku quan shu 
0 /$ ^ :  §  nor by editors of various collectanea of the Qing period. The 
only reference to it in the three centuries of traditional writings after its 
publication is in the section on low partition walls (nil qiang in Li
11 Wufou is the courtesy name of Ji Cheng. In Cao Xun’s “Ji Cheng yanjiu,” the 
relationship between the two names of Ji Cheng are explained as an affirmative (cheng) 
and a double negative {wufou). Such relations between personal and courtesy names 
were common in traditional China. Ji Cheng’s sobriquet {hao |&), Cao says, should be 
read as “Pi daoren,” A where “Pi” is the name of a hexagram from the Yi Jing, 
denoting stagnation. See The I Ching, or the Book o f Changes, The Richard Wilhelm 
translation rendered into English by Cary F. Baynes (London and Henley: Routledge & 
Regan Paul, 1968), 446-447. Cf. Ji Cheng, The Craft o f Gardens, trans. Alison Hardie 
(New Haven: Yale University Press, 1988), 12.
12 Zheng Yuanxun, “Ti ci,” in YY2, 37-38. “Record of the Artificer” is the sixth chapter of 
the Zhou li, Sibu congkan edition.
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Yu’s (1611-1680?) Xian qing ou j i  (f*jfn irlsfi, Casual Expressions o f 
Idle Feelings) of 1671. This one single passing reference to the title of Ji 
Cheng’s only piece of writing known to us might suggest that this work was 
known at least to some literati of the 17th century. If one might be 
overstating the case to claim that Yuan ye was almost completely forgotten 
in the last three centuries of imperial China, it might be an understatement to 
claim that it does not appear to have been prominent in discussions of 
gardens. Certainly, copies of Yuan ye became very rare; today, the only 
complete copy of the original Ming printed edition is held in the Naikaku 
Bunko in Tokyo.
Three centuries later, in his preface to his Zaoyuanxue gailun 
of 1935, Professor Chen Zhi (1899-1989)14 took Zheng Yuanxun’s preface 
to Yuan ye as the source of the Chinese term for the discipline of landscape 
architecture.15 Chen Zhi wrote of the formation of the Zhonghua zaoyuan 
xuehui ( 4 ^ ‘is  113^11' Chinese Institute of Landscape Architecture) in 
1928 for the promotion of a “national quintessence” (guocui HPi) and the 
introduction of scholarly learning, and how the publication of books was 
regarded as a task of the foremost importance. His own book, which offered
13 Li Yu, Xian qing ou j i  in Li Yu quan j i  ([Hangzhou: Zhejiang guji chubanshe, 1991), 3: 
183.
14 For an account of Prof. Chen’s work, see Tanaka Tan, “Chugoku zoenshi kenkyu no 
genjo to sho mondai,” Zoenzasshi 51,3(1988): 191-192.
15 Chen Zhi, Zaoyuanxue gailun (Shanghai: Shangwu yinshuguan, 1935), 1. The preface is 
reprinted in idem, Chen Zhi zaoyuan wenji (Beijing: Zhongguo jianzhu gongye 
chubanshe, 1988), 51-52. Chen Zhi was following Japanese scholars who first translated 
“landscape architecture” as “zoen” in the 1910s. See his “Gaige wo guo zaoyuan jiaoyu 
de shangque,” (in Chen Zhi zaoyuan wenji, 260, originally published in Zhongguo 
yuanlin, 1985, no.2). See also Uehara Keiji’s Tei’en ron (Tokyo: Kajima shoten, 1973), 
59 and Kaisetsu En ya  (Tokyo: Kajima shoten, 1972), 3.
20
a general discussion of the main aspects of landscape architecture in terms 
of general definitions, historical development in China and abroad, and 
policy issues concerning the administration and design of cities and parks, 
was meant to meet an immediate need, as there was as yet no specialized 
Chinese text on landscape architecture for teaching purposes. Chen’s 
pioneering work became a widely used text in the decades after its 
publication.
On first appearance, the filiation of these two prefaces seems incontestable. 
Both works are concerned with the task of propagating knowledge about 
landscape design. Zheng’s text introduces a remarkable treatise written by a 
master designer of gardens, often said to be the first and only one of its 
kind.16 Chen’s text opens up a modem world for the practice of landscape 
architecture. The modem work referred to the classical text as the source of 
the name of its domain of learning. These prefaces appear as two moments 
in the seamless history of an ancient art. And yet, if we look beyond matters 
of thematic content and practical intent, if we set aside a whole tradition of 
20th-century scholarship which held with tenacity to its filiation with a 
tradition, it would be possible to delineate two profound orders of
16 See for example, Tong Jun, Jiangnan yuanlin zhi, 2nd ed. (1963; Beijing: Zhongguo 
jianzhu gongye chubanshe, 1984), 7; Zhang Jiaji, Zhongguo zaoyuan lun (Taiyuan: 
Shanxi renmin chubanshe, 1991), 6. Both Tong and Zhang regarded Yuan ye  as the only 
text o f its kind. For the early Meiji expressions of this view, see Kimura Saburo, “Zoen 
jijo no Ni Chu Kan kanken no rekishi teki keifu to hyoka,” Zoen zasshi 52,5(1989): 49- 
50. Pan Guxi, “Zhongguo gudai de yuanlin yishu,” in Zhongguo meishu quanji, jianzhu 
yishu pian, san, yuanlin jianzhu, ed. Pan Guxi (Beijing: Zhongguo jianzhu gongye 
chubanshe, 1988), 45, calls Yuan ye  the first Chinese theoretical work that systematically 
summed-up the art and techniques of garden design. The publisher’s blurb on the 
dustjacket of Hardie’s English translation of Yuan ye calls it “the earliest manual of 
landscape gardening in the Chinese tradition.”
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differences that separate these prefaces and frustrate the comfortable 
recognition of familial resemblances. The Chinese world of literati and 
garden designers in the 17th century and the world of landscape architects 
and public government in 20th-century China are domains of experience 
distinguished by conspicuous institutional and social differences. The 
function of language in these domains of experience is also different. For 
Zheng Yuanxun, the adequacy of language to transmit an art with “no fixed 
rules” was a question that required an answer in the classical terms of bian 
and tong.17 But Chen Zhi simply accepted and took for granted the ability 
and adequacy of language to carry the demands of a scholarly “will to 
knowledge.” Two strange twists of role and fortune: the one text that both 
Zheng and Chen valorized, Yuan ye, was for nearly three hundred years after 
its publication almost entirely neglected in the traditional writings, but in 
this century became an almost indispensible text. Although Zheng first 
raised the prospect of canonic status for Yuan ye by comparing it to the 
classic Kao gongji, the person most responsible for the elevation of its 
status is Chen, and this despite all the differences in the horizons of the two 
writers.
The historical specificity of domains of experience relating to Chinese 
gardens; the nature and role of language in the transmission of knowledge 
about Chinese garden design—we have here the terms of a difficult and 
fundamental question of tradition: How, given the historical specificity of
17 The locus classicus for bian and tong is the I Jing, see Zhou Yi zhengyi, in Shi san jing 
zhu shu fu jiao kan j i  (Beijing: Zhonghua shuju, 1980), 1:79, 82, and 86.
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the domains o f experience relating to Chinese gardens, would one attend to 
the language o f the “already said” in seeking a transmission o f knowledge 
about Chinese garden design? In the last ten years, with the surge of 
scholarly activity in the area o f Chinese garden history, an increasingly 
common and taken-for-granted response to this question has been to take the 
voluminous archive o f “things said” about gardens in traditional China in a 
purely literal and documentary way. On this view, language is taken as neat 
packages o f ideas and serves a merely instrumental function in conveying 
historical information. With it, a considerable body o f work has emerged 
which offers readers a historical knowledge o f the tradition o f Chinese 
garden design but which simultaneously separates this knowledge from the 
horizon o f contemporary design activity. Thus, the classical Chinese 
conception o f human knowledge as something “fundamentally 
performative— one ‘knows’ a world not only passively in the sense o f  
recognizing it, but also in the active shaping and ‘realizing’ o f it”19— has
18 For a discussion of the dangers of cognitivism, see Wu Kuang-ming, Chuang Tzu: World 
Philosopher at Play (New York: The Crossroad Publishing Company & Scholars Press, 
1982), 14-15.
19 Roger T. Ames, “Introduction,” in Sun-tzu: The Art of War: The First English 
Translation Incorporating the Recently Discovered Yin-ch ’iieh-shan Texts, trans. Roger 
T. Ames (New York: Ballantine Books, 1993), 59. In Confucian terminology, zhi &1 is 
commonly translated as “to know.” In Thinking Through Confucius (Albany: State 
University of New York Press, 1987), 50ff., David L. Hall and Roger T. Ames argue that 
zhi has a performative sense which can be translated as “to realize.” The following part 
of their text is particularly pertinent to the present discussion:
Language has an important function in realizing the world. The claim to zhi 
is based on an awareness of what is going to happen and an ability to 
articulate this understanding in language as a communal ac t. . .  . The 
forecasting denoted by chih, as opposed to . . . mere saying in advance, 
involves two essential activities. First, zhi involves the bringing into focus of 
selected possible future events along with the conditioning features of the past 
and present that form the context out of which these events may emerge.
Secondly, zhi entails a casting of the form of the future in such a fashion and 
with such persuasive authority as to invite sympathy and participation. The
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been displaced by a modem conception of historical knowledge as a 
constati ve activity. There is an irony here: even as contemporary 
scholarship, by drawing on an extensive range of traditional writings, has 
been able to hand down an increasingly detailed view of the history of 
Chinese gardens, it has played no culturally significant role in shaping 
contemporary attitudes to the task of making living environments. In 
consequence, the commonly stated intention to “inherit and continue the 
tradition” stands in risk of becoming a cliché. Indeed, a sense of rigour 
might even require serious scholarship to maintain a line of division 
between practical matters of design and its own activities.
The Project and Its Significance
The present study seeks to contribute to the understanding of the cultural 
agency of Chinese garden history by a limited exploration of the relation 
between language and the transmission of knowledge in the history of 
Chinese gardens. Contrary to the instrumentalist and cognitivist view of 
language, the present study entertains the premise that the language of 
traditional China has a unique showing power which is not exhausted by a
act o f bringing into focus one possible future out of the welter of 
significances deriving from the interaction of received tradition and novel 
ciucumstances does not involve anything like speculative or hypothetical 
reasoning.. . .  The act o f focusing is creative, more closely associated with 
the activity of artistic production than that of hypothetical-deductive 
reflection, (pp.54-55)
By extension, garden design (zaoyuan) can be seen as “an activity o f artistic production” 
in which knowledge is performative and involves just the kind of “focusing” discussed 
here. In the words of Hall and Ames again, “Z/zz is a process of articulating and 
determining the world rather than a passive cognizance of a predetermined reality.” 
(p.55)
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literal account of its semantic content, which power can exercise a crucial 
role in the transmission of knowledge about Chinese garden design.
Chinese garden history as a scholarly mode of work, insofar as it has an 
interest and responsibility in the propagation of a Chinese tradition in garden 
design, is appropriately engaged in intensifying our appreciation of this 
showing power of traditional Chinese discourse on gardens and garden 
design.
The limited exploration undertaken in the present study takes Yuan ye as its 
focus. As a treatise on garden design, its very composition raises the 
question of the relation between language and the transmission of 
knowledge. To the extent that it has been rightly regarded as the only text of 
its kind, it is indispensible for the principal concerns of the present study. 
Being the most widely cited traditional text on Chinese gardens in 20th- 
century scholarship, its reception highlights more than any other traditional 
source the problems of cognitivism, “an intellectualistic mentality that takes 
statements to be ready-made packages of ideas.”20 The pioneering work of 
Chen Zhi and his collaborators in the production of the first annotated 
editions, the critical comments of Cao Xun and the most recent 
exegetical efforts of Zhang Jiaji have placed us in an excellent
position to examine the semantic content of Yuan y e 21 But in the many
20 Wu Kuang-ming, Chuang Tzu, 14-15.
21 Chen Zhi was responsible for the first two annotated editions of Yuan ye: Yuan ye ju  xi, 
1st ed. (Beijing: Zhongguo jianzhu gongye chubanshe, 1981); 2nd ed. (Beijing:
Zhongguo jianzhu gongye chubanshe, 1988); Cao Xun’s critical comments on Chen Zhi’s 
first annotated edition appeared in Yuan ye zhu shi yiyi juxi,” Jianzhu lishiyu lilun 3- 
4(1982-83): 90-118. Zhang Jiaji, Yuan ye quan shi (Taiyuan: Shanxi renmin chubanshe, 
1993).
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discussions of Yuan ye that take the form of a content analysis or summary, 
a literal reading of semantic content has obscured the gestural and 
performative aspects of the treatise.22 The task of the present study is to 
articulate a series of considerations that might enable us to displace a 
cognitivist frame of reading and to sensitize readers to the showing power of 
its language with reference to its gestural and performative aspects.
In doing so, the aim of the present study is not to take for granted the 20th- 
century elevation of Yuan ye to the status of a classic. The task here is not 
just the production of a canonical reading of a canonical text. Gadamer says 
that “the classical is what is preserved precisely because it signifies and 
interprets itself; i.e. that which speaks in such a way that it is not a statement 
about what is past, but says something to the present as if it were said 
specially to it.”23 In reply, Barbara Hemstein-Smith argues that classics are 
not “needful of interpretation,” not, as Gadamer suggests, because they are 
“self-mediated” or “unmediated,” but because “they have been so 
thoroughly mediated—evaluated as well as interpreted—-for us by the very 
culture and cultural institutions through which they have been preserved and
22 The most recent work o f this kind is Tanaka Tan, ‘“En’ya no sekai,” Shinika 5,2(1994): 
29-35. 1 am grateful to Richard Wong of the East Asian Collection at Fisher Library, The 
University of Sydney, for calling my attention to this work. See also for example Yu 
Weiguo, “Chongdu Yuan ye s u i b i Jianzhuslii (Beijing) 13 (Dec 1982): 17-22; Zhao 
Liying, “Shi lun Yuan ye  de zaoyuan sixiang, yijing he shoufa.” Jianzhushi 13 (Dec 
1982): 23-27, 52; Sugimura Yuzo, Chugoku no niwa (Tokyo: Kyuryudo Co., Ltd., 1966), 
74ff.; Han Baode, Wuxiangyu xinjing: Zhongguo de yuanlin (Taibei: Youshi wenhua 
shiye gongsi, 1990), chap. 6; Zhou Weiquan, Zhongguo gudian yuanlin shi (Beijing: 
Qinghua daxue chubanshe, 1990), 167-169; Zhang Jiaji, Zhongguo zaoyuan shi 
(Haerbin: Heilongjiang renmin chubanshe, 1986), 175-183; and Yu Shuxun, “Ji Cheng he 
Yuan ye,” Yuanyi xuebao 2,l(Feb. 1963): 59-68.
23 Hans-Georg Gadamer, Truth and Method (New York: Crossroad, 1985), 257.
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by which we ourselves have been formed.”24 Considered in the light of 
Gadamer’s remark, Yuan ye can only retain its status as a classic if it is not 
only a 17th-century text addressing its immediate cultural milieu, but “says 
something to the present as if it were said specially to it.” Following 
Hemstein-Smith, however, one can see that Yuan ye 's elevation in status in 
the 20th-century occurred in a cultural and institutional context that has 
favoured cognivitism and naturalised a number of assumptions about the 
nature of architecture and garden design. By articulating the mediations 
attendant upon the elevation of Yuan ye as a classic on Chinese garden 
design, the present study seeks to contribute to clarifying the task of reading. 
By doing so, it hopes to assist readers to test the ability of the treatise to 
address a present, in other words, to test its status as a classic.
The significance of the exploration proposed here is not appropriately 
construed in the culturally limited terms of the problem of inheriting and 
continuing a Chinese tradition in garden design. The concerns of the present 
study are relevant to the predicament of contemporary landscape architects 
in Chinese communities and, by extension, to those concerned with the 
erosion of the distinctiveness of cultural landscapes. However, the wider 
significance of the study proposed here can only be clarified with reference 
to larger frames of reference. The following discussion of two recent works 
in landscape theory and comparative philosophy will offer an opportunity to 
articulate some relevant considerations.
24 Barbara Hernstein-Smith, Contingencies of Value: Alternative Perspectives for Critical 
Theory (Camb., Mass. & London: Harvard University Press, 1988), 50-51.
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Augustin Berque has recently offered a reading of the importance of the 
tradition of Chinese gardens with reference to Europe and the death of the 
modem landscape. China, he says, is the only civilization apart from that 
of Europe and “their respective spheres of influence” to have a vocabulary 
that included a word for “landscape,” and a “pictorial repertoire” that 
included “a genre in which the depiction of the environment is elevated to a 
theme in its own right, denoted by the tenn ‘landscape.’”26 Berque argues 
that, in Europe, “the notion of landscape appeared only in modem times, at 
the moment in history when man conceived of himself as detached from 
nature—as the subject, with nature as the object. Until the sixteenth century 
there was no word for landscape in any European language.”27 The 
distinction between landscape and environment emerged as the product of a 
modem mentality in the sixteenth century. Modernity, considered as a 
historical process, “set in motion, almost simultaneously, and certainly 
interrelatedly, both a landscapist and a scientific view of nature; then caused 
them to evolve, paradoxically, more and more independently of one another, 
and finally .. . rendered impossible a unified vision of nature and a coherent 
genre of landscape-painting.” Cartesian dualism and the Newtonian 
conception of homogeneous, isotopic space served as the conceptual 
underpinnings of this whole process in which “landscape, bom as a pictorial 
genre in the sixteenth century, disappeared from avant-garde art early in the 
twentieth century.”29 In the course of these centuries, the modem world was
25 Augustin Berque, “Beyond the Modern Landscape,” AA Files, no.25(Summer 1993): 33- 
37.
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“tom apart by the triple forces of science (the factual), art (the sensible), and 
morality.” The story of ecological catastrophe and moral conflict in recent 
times is familiar to everyone.
Berque points out that, in contradistinction to the European tradition, the 
Chinese landscape tradition developed within a non-dualist cosmology and 
has not entertained “the subject/object opposition.”31 It emphasized the 
correspondence and affinity of the human world and the natural world. 
While European events unfolded with an antithesis of the phenomenal and 
the physical worlds, “the Chinese tradition articulated relationships that 
integrated landscape with environment.”' It is of particular interest to the 
present discussion that in looking beyond the modem landscape, and 
proposing the “reintegration of the worlds of art, science and morality,”33 
Berque explicitly explored the exemplarity of the Chinese tradition.
When Berque outlines problems in the modem conception of landscape by 
pointing to the irreconcilability of the sensible and the intelligible, the 
attempt to reduce the former to the latter in modernism and the resulting 
utopian character of modernism, he is careful to emphasize how this utopia 
only came to infiltrate actual human landscapes in the twentieth century. 
Although Berque does not mention the plight of China and its 
environmental degradation in recent times, one is led to the conclusion that 
“looking beyond the modem landscape” might appropriately involve
30 Ibid.
31 Ibid., 34.
32 Ibid.
33 Ibid., 36.
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looking into traditional China. The experience and resources of Chinese 
traditional culture is relevant to contemporary Western concerns as much as 
contemporary China. The exploration of the reading of Yuan ye proposed 
here is significant to problems in contemporary architecture and landscape 
architecture generally and cannot be considered a matter of Chinese heritage 
only.
Whatever the limitations of Berque’s account of the history of European 
landscapes, its suggestiveness echoes strongly with a recent paper by David 
L. Hall that offers a more nuanced reading of various aspects of modernity 
and its disintegration.34 Hall’s basic thesis is that “the values underlying the 
postmodern critique of modernity resonate more profoundly with the 
dominant cultural interests of the Chinese than ever did the interests and 
values of the Modem West.”35 As China and other ethnic Chinese 
communities rush head-long to enter the modem age and adopt “the 
institutions of liberal democracy, capitalist free enterprise, and the spread of 
rational technologies,” all of which are being subjected to postmodern 
critique, “it is unnecessary for the Chinese to reject their classical past in 
order to enter the modem age, since the modem age is itself entering into a 
period that is ideologically similar to the classical Chinese past.”36
34 David L. Hall, “Modern China and the Postmodern West,” in Culture and Modernity: 
East-West Philosophic Perspectives, ed. Eliot Deutsch (Honolulu: University of Hawaii 
Press, 1991), 50-70.
35 Ibid., 67.
36 Ibid., 50-51.
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Berque and Hall’s remarks offer one view of the present which Yuan ye is to 
address if it is to retain its status as a classic. Hall’s remark is particularly 
suggestive when transposed to the specific lifeworld of contemporary 
architecture and landscape architecture: In both these fields, contemporary 
professionals have negotiated their daily practice across a divide between 
their specific cultural traditions, on the one hand, and the general debates of 
their profession, on the other. In educational institutions, this is reflected in 
the structure of curricula where the knowledge of Chinese and other 
“culturally-specific” architecture and gardens are transmitted and separated 
from the general and contemporary domain of architecture and landscape 
architecture, configured as descendents of a European tradition. Hall’s 
remark raises the prospect for Chinese architects and landscape architects to 
conceive of their field of activity without the division between the 
contemporary and the international but Eurocentric, on the one hand, and the 
historical and traditional, on the other.
Both Berque and Hall lead us to consider the reading of Yuan ye in relation 
to large-scale social and cultural predicaments facing Chinese intellectuals. 
If Yuan ye can be read in such a way that articulates its possible resonances 
with aspects of postmodern thought, it would contribute to the fruitful 
engagement with the predicaments facing professionals in the fields of 
architecture and landscape architecture. The following study will undertake 
an exploration of the resonances of Yuan ye with specific aspects of the 
ramifications of postmodernism in contemporary scholarship. The 
contribution it seeks to offer is twofold: on the one hand, it attempts to 
articulate these resonances in order to enable new readings of the treatise
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without the presumptions of cognitivism; on the other hand, it attempts to 
exemplarize a mode of analysis that is interdisciplinary and cross-cultural 
without the presumptions of historicism. In the present study, given the 
state of scholarship, it is not possible to propose a grand and thorough-going 
study of several disciplinary totalities, nor to justify claims of 
comprehensiveness. What is attempted here is only the articulation and 
juxtaposition of selected aspects and considerations of diverse disciplinary 
origins such that a pattern of sense emerges that enables new readings of 
Yuan ye. This pattern of sense is not offered as something unequivocal and 
beyond debate but as a stimulus and preliminary preparation for a further 
stage of study that brings together people of diverse disciplinary 
backgrounds and preoccupations.
Cultural Organicity, Disciplinary Autonomy
Modem scholarship on the history of Chinese gardens has commonly 
recognized the relationship between Chinese philosophy, religion, literature, 
painting and garden design. In this sense, the interdisciplinary study of 
Chinese gardens is not a novel conception. In the last fifteen years, 
however, the surge of scholarly studies on Chinese gardens has given rise to 
a situation in which various disciplinary perspectives are often conflated in 
favour of foregrounding an organic view of the Chinese tradition, or, are 
developed independently as autonomous entities. This situation has not 
been conducive to dialogue among scholars from diverse disciplinary 
backgrounds who write on Chinese garden history. A discussion of issues 
of interdisciplinarity and of cross-cultural perspectives in Chinese garden
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history is therefore overdue. The following discussion will offer a 
preliminary discussion of these issues without any claim of 
comprehensiveness. The aim here is purely maieutic: a more nuanced view 
of the interdisciplinary and cross-cultural study embodied in the present 
study will be articulated with reference to three groups of writers on Chinese
• * 17architecture and gardens.
In their general introductory works, Osvald Siren,38 Maggie Keswick,39 and 
a host of other writers40 have elaborated a view of Chinese gardens that is 
fundamentally consonant with F. W. Mote’s argument that, in traditional 
China, “the arts were part of a unitary theorizing mode from which all the 
other nonartistic activities also drew their intellectual orientations.”41 
Although these writers drew on scholarly work from various disciplines, 
they are not particularly concerned with the different disciplinary 
perspectives that informed their sources. The organic character of
37 For other surveys of the state of the field, see Tanaka Tan, “Chugoku zoenshi kenkyu”; 
and idem, “Chugoku zoenshi ni okeru shoki teki fukaku to Konan teien iko,” Toho 
gakuho 62(1990): 125-164; Alison Hardie, “Chinese Garden Design in the Later Ming 
Dynasty and Its Relation to Aesthetic Theory (D.Phil. thesis, University of Sussex, 2000), 
1- 20 .
38 Osvald Siren, Gardens o f China (N.Y.: Ronald Press, 1949).
39 Maggie Keswick, The Chinese Garden: History, Art and Architecture. 2nd ed. (N.Y.: St. 
Martin's Press, 1986).
40 E.g. Edwin T. Morris, The Gardens o f China: History, Art and Meanings (N.Y.: Charles 
Scribner's Sons, 1983); Yang Hongxun, The Classical Gardens o f China: History and 
Design Techniques, trans. Wang Huimin (N.Y.: Van Nostrand Reinhold, 1982); Han 
Baode, Wuxiangyu xinjing.
41 F. W. Mote, “The Arts and the’Theorizing Mode’ of the Civilization,” in Artists and 
Traditions: Uses o f the Past in Chinese Culture, edited by Christian F. Murck (Princeton: 
The Art Museum, Princeton University, distributed by Princeton University Press, 1976), 
5. For a similar view, see Pierre Ryckmans, “The Chinese Attitude Towards the Past.” 
The 47th George Ernest Morrison Lecture in Ethnology, 1986. (Canberra: The Australian 
National University, 1986).
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traditional Chinese civilization implicitly guaranteed the commensurability 
of these perspectives. In some cases, the writers’ main preoccupation seems 
to have been the establishment of a distinctive standpoint by drawing on 
diverse (mainly secondary) sources.
Against this first group of writers, it is possible to identify another group 
that adheres to specific “ways of knowing” that corresponds to their 
particular disciplinary affiliation. From the modem field of architecture, 
Yang Hongxun f§j$|l$j42 and Peng Yigang &>— # J 43 have emphasized the 
spatial analysis of Chinese gardens.44 Liu Dunzhen i'JI&M45, Chen 
Congzhou |^#£jn]46 and others47 have documented Chinese gardens in 
accordance with modem principles of orthogonal drawings. Other writers 
such as Zhu Junzhen,48 Edwin T. Morris49, and Peter Valder50 emphasized 
the importance of plants in Chinese gardens. Yet others have made 
contributions, from the discipline of art history, that dealt with gardens as
42 Yang Hongxun, “Jiangnan gudian yuanlin yishu gailun,” Jianzhu lishiyu lilun 2(1981): 
141-161; 3-4(1982-83): 1985-241; idem, Jiangnan yuanlin lun (Shanghai: Shanghai 
renmin chubanshe, 1994).
43 Peng Yigang, Zhongguo gudian yuanlin fenxi (Beijing: Zhongguo jianzhu gongye 
chubanshe, 1986).
44 A related work which I have not had the opportunity to consult is Wang Chao-chuan, 
“Spatial Analysis o f Chinese Gardens,” (MLA diss., Cornell University, 1989).
45 Suzhou gudian yuanlin (Beijing: Zhongguo jianzhu gongye chubanshe, 1979).
46 Chen Congzhou, Yangzhou yuanlin (Hong Kong: Joint Publishing Co., 1983).
47 E.g. Nanjing gongxue yuan, jianzhu xi, jianzhu lishi jiaoyanzu, Jiangnan yuanlin tulu 
(Nanjing: Nanjing gongxueyuan, n.d.). I am grateful to Jin Ying for making available a 
copy o f this work to me. See also Tianjin daxue jianzhu gongcheng xi, ed., Qingdai 
neitinggongyuan (Tianjin: Tianjin daxue chubanshe, 1986).
48 Zhu Junzhen, Chinese Landscape Gardening (Beijing: Foreign Languages Press, 1992).
49 Morris, Gardens o f China.
50 Peter Valder, The Garden Plants o f China (Glebe, NSW: Florilegium, 1999).
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depicted in Chinese paintings.^1 Rockeries have also attracted substantial 
study. Finally, gardens recorded in literary writings have been surveyed by 
Andrew Plaks53 and Fang-Tu Lien-che; 4 Chen Zhi has prepared two useful 
anthologies of “records of famous gardens.”55 Here, it is possible to identify 
two kinds of exclusions embodied in the work of these writers. Even as 
they bring the scholarly orientation of various modem disciplines to the 
study of Chinese gardens, these scholars have limited their horizons to 
traditional China and have not foregrounded the specificity of the modem
51 The most important work here is John Hay, Kernels o f Energy, Bones o f Earth: The Rock 
in Chinese Art) New York: China institute in America, 1985). See also idem, “Arterial 
Art,” Stone Lion Review, no.l 1(1983): 71-84; idem, “Structure and Aesthetic Criteria in 
Chinese Rocks and Art,” Res (Camb., Mass.) 13(Spring 1987): 5-22. Other relevant 
works are Weng Wan-go, Gardens in Chinese Art (New York: China Institute in 
America, 1968); Richard M. Barnhart, Peach Blossom Spring Gardens and Flowers in 
Chinese Paintings (N.Y.: Metropolitan Museum of Art, 1983); Norah Titley & Frances 
Wood, Oriental Gardens (London: British Library, 1991). The most recent study of 
Ming paintings of gardens is Hardie, “Chinese Garden Design in the Later Ming Dynasty 
and Its Relation to Aesthetic Theory.” For studies of specific paintings and painters, see 
Ellen Johnston Liang, “Qiu Ying’s Depiction of Sima Guang’s Duluo yuan and the View 
from the Chinese Garden.” Oriental Art 33,4(1988): 375-380; idem, “Ch’iu Ying’s Two 
Garden Paintings Belonging to the Chion-in, Kyoto,” paper present to the International 
Colloquium on Chinese Art History, Taipei, 1991; Yu Peijin, “Cong ‘Du Le Yuan tu’ kan 
Wen Zhengming yu Qiu Ying fengge de yitong,” Gugong xueshu jikan 8,4(Summer 
1991): 85-128. For a collection of Chinese paintings of gardens, see Yuanlin minghua 
tezhan tulu (Taibei: Gugong bowuyuan, 1987). I am grateful to Craig Clunas for drawing
my attention to the conference paper by Liang cited above.
52 See the works of John Hay cited in n. 50 above. Recent publications on rockeries include: 
Ding, Wenfu. Yuyuan shang shi (Xianggang: Sanlian shudian, 2000); Shao, Zhong, 
Jiangnan yuanlin jiashan (Shenzhen: Zhongguo linye chubanshe, 2002). Stephen Little, 
Spirit Stones o f China (Chicago: Art Institute of Chicago in assoc, with the University of 
California Press, 1999); Robert D. Mowry, Worlds within Worlds: The Richard 
Rosenblum Collction o f Chinese Scholars’ Rocks (Camb., MA: Harvard University Art 
Museums, 1997).
53 Andrew H. Plaks, Archetype and Allegory> in the Dream o f the Red Chamber (Princeton: 
Princeton University Press, 1976).
54 Fang-Tu Lien-che, “Ming Gardens,” Papers in Far Eastern History 22(Sep. 1980): 1-15.
55 Chen Zhi, ed., Zhongguo lidai zaoyuan wenxuan. Chen Zhi & Zhang Gongchi, eds., 
Zhongguo lidai mingyuanji xuanzhu. See also the more recent anthology edited by Sun 
Xiaoli, Zhichi shanlin: yuanlin yishu wencui (Shanghai: Dongfang chuban zhongxin, 
1999).
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disciplinary perspectives they have introduced. This naturalization of 
modem disciplinary perspectives and assumptions (for instance, from the 
fields of architecture and botany) often occurs at the same time as the 
definition of the limits of study to traditional China and the exclusion of 
explicitly cross-cultural perspectives that might have related traditional 
Chinese views to contemporary debates in the fields of architecture and 
landscape architecture. In this regard, despite the disciplinary focus of these 
writers, they have much in common with writers mentioned in the first 
group.
Both groups of writers discussed so far operate under premises and limits 
that are not germane to exploring the research agenda articulated above with 
reference to the works of Berque and Hall. A third group of writers can now 
be identified for the purpose of articulating a basic orientation for the 
present study. The four authors in this group have each produced a work 
that highlights the difficulties involved in situating traditional Chinese 
gardens in relation to contemporary discussions in architecture and 
landscape architecture.
Lily Chi’s “Mirroring the Suzhou Garden” is notable for two reasons.56 By 
informing her general discussion of Su-chou gardens with the recent work of 
Alberto Perez-Gomez and Dalibor Vesley in architectural history and theory 
that relates architectural matters to philosophical hermeneutics and
56 Lily Chi, “Mirroring the Suzhou Garden.” In Carleton Book: Architectural Research by 
Faculty and Recent Graduates o f Carleton University School o f Architecture, edited by 
Katsuhiko Muramoto Sc Stephen Parcell (Ottawa: School of Architecture, Carleton 
University, 1986), 86-98.
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S7phenomenology, Chi’s paper is significant as a very rare attempt to 
articulate the nature of understanding and interpretation in relation to the 
study of Chinese gardens. At the same time, she highlights persuasively the 
critical relevance of Chinese gardens to recent discussions of architectural 
making. But in quoting Chinese sources together with writings by 
Nietzsche, Merleau-Ponty, Heidegger, Derrida and Gadamer, she risks 
eliding the differences between traditional Chinese thought and 20th-century 
Western philosophy. This seems to be the case when, drawing on the work 
of Mircea Eliade, she writes: “The essence of the Chinese garden-as-world 
persists in an ontological experience: the world, modelling cosmogony, is 
figured in movement, in event.”59 What is missing here is a distinction 
between the notion of modelling relating to the classical Western conception 
of two worlds (“as above, so below”) and the classical Chinese assumption 
“that there is only one continuous concrete world that is the source and locus 
of all of our experience.”60
?7 Alberto Perez-Gomez, Architecture and the Crisis o f Modern Science (Camb., Mass.: 
MIT Press, 1983); Dalibor Vesely, “Architecture and the Conflict o f Representation,” A A 
Files, no.8(Jan. 1985): 21-38.
58 “The Chinese garden, as world-interpretation and building, yields intriguing possibilities 
for understanding the nature of architectural making. It stands in stark relief against, for 
instance, a context founded upon a ‘technological’ model of truth and knowledge: that in 
which reality—of man and objects alike— is projected for ‘use.’ Beings exist only to the 
extent they are ‘use’ [of] to a willing ( ‘ordering’) being— man.” (Chi, “Mirroring the 
Suzhou Garden,” 94). In drawing upon Heidegger’s critique of modern technology, Chi 
offers a glimpse of one of the interesting explorations evoked by Berque’s work.
59 Ibid.
<,() Ames, “Introduction,” 49. For modelling in classical China, see his “Meaning as
Imaging: Prolegomena to a Confucian Epistemology,” in Culture and Modernity: East- 
West Philosophic Perspectives, edited by Eliot Deutsch (Honolulu: University of Hawaii 
Press, 1991), 227-244, esp. 233.
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Bor-Shuenn Chiou’s paper shares with Lily Chi a critical attitude towards a 
technicist understanding of architecture.61 His chief aim was to argue 
against a descriptive and technical approach to the study of Chinese 
architecture which, he argues, informs much of native Chinese scholarship 
and is inspired by Western scholars.62 Chiou’s main complaint against this 
approach is that it separates “the metaphysical from the physical, or . .. 
theory from practice, or thinking from doing” 63 and has led to the serious 
neglect of “theoretical” considerations in Chinese architecture.64 Chiou 
advocated a two-fold response. On the one hand, Chiou argues that Chinese 
geomancy should be regarded as the “theory” or “speculative thought” 
commonly considered absent in Chinese architecture.65 On the other hand, 
he argues that an over-emphasized distinction between high and low culture 
in traditional China has marginalized Chinese geomancy as a relevant form 
of traditional knowledge to the study of Chinese buildings. By down­
playing the distinction of high and low culture, Chiou suggests that Chinese 
geomancy is a “theory” generally relevant to the understanding of Chinese 
architecture. What is missing in Chiou’s paper is an account of the 
distinction between theory, theoria and praxis,66 on the one hand, and an 
exploration of the consequence of the absence of ontological transcendence
61 Chiou Bor-Shuenn, “Some Problems of Native Chinese Architectural Scholarship,” 
Edinburgh Architecture Research 16(1989): 21-39. Chiou’s view that Yuan ye  was 
composed “elegantly in the form offu" (p. 29) is erroneous.
62 Ibid., 26.
63 Ibid., 25.
64 “The validity of the assumption that no theory is involved in Chinese architectural 
production must be suspect.” (Ibid., 28)
65 Ibid., 34.
66 See David L. Hall, Eros and Irony: A Prelude to Philosophical Anarchism (Albany: 
State University of New York Press, 1982).
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in classical Chinese thought for the theory/praxis relation,67 on the other. 
Without these elements, he risks occluding the persistent Chinese focus on 
particulars in most discussions of buildings and gardens, the conspicuous 
absence of routine explication of buildings or gardens in terms of geomancy 
as a “theory,” and emplotting Chinese materials into a schema of artistic 
creativity such as the one proposed by the late Ananda K. Coomaraswamy.68 
By overlooking the relation between the instrumentalist understanding of 
theory and technological praxis evident in the Anglo-European tradition,69 
Chiou fails to realize that he has only partially rescued Chinese architecture 
from its modernist frame of reading. In a manner not unlike that of Chi’s 
work, a critique of an aspect of modem architecture (technology in Chi’s 
work and the absence of theory in a technicist understanding of architecture 
in Chiou’s work) ends up eliding a matter of the cultural specificity of 
traditional China (the absence of a notion of ontological transcendence).
In contradistinction to the works of Chi and Chiou, the remaining two works 
in this survey both take an explicitly comparative approach. Wang Ming-
70heng compared Yuan ye with Alberti’s De re aedificatoria, while
67 See Ames, “Meaning as Imaging.” Also relevant to this point is the distinction between 
logical order and aesthetic order as discussed in David L Hall and Roger T. Ames, 
Thinking Through Confucius (Albany: State University of New York Press, 1987). For a 
useful summary, see Ames, “Coextending Arising, Te, and Will to Power: Two Doctrines 
of Self-transformation,” Journal o f Chinese Philosophy ll,2(June 1984): 113-138.
68 See for instance his essays in Ananda K. Coomaraswamy, Selected Papers, Volume 1 : 
Traditional Art and Symbolism, ed. Roger Lipsey, Bollingen Series 89 (Princeton: 
Princeton University Press, 1977). Chiou’s concerns echoes strongly with 
Coomaraswamy’s “A Figure of Speech or a Figure of Thought?” and “The Philosophy of 
Mediaeval and Oriental Art” in this volume.
69 See Hall, Eros and Irony, 93.
70 Wang Mingheng, “Ji Cheng Yuan ye yu Yaboti Jianzhu sh iju a n f Jianzhushi (Taibei)
10, 12 (Dec 1984): 33-43.
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Desmond Hui discussed Chinese writings on pavilions in relation to 
Heidegger’s philosophy of dwelling.71 Both works embody a clear attempt 
to relate traditional Chinese materials to contemporary architectural 
discussions and offer useful insights. Wang’s paper considers Yuan ye and 
De re aedificatoria as examples of “environmental design theory” and 
compares these treatises in terms of their systematicity and structural 
characteristics. He argues that, since the “environmental system” reflected 
in Yuan ye is incomplete and lacks a rigorous sense of hierarchical order, Ji 
Cheng emphasized content over form in his “essentially romantic” 
thinking. In terms of structure, Wang argues that although Yuan ye 
appears to be a systematic discussion of the “constituent elements” of an 
environment, it actually reads as a collection of items (tiaoli shi 
because there is no discussion of how the various elements should be 
synthesised.73 By contrast, even though the divisions of Alberti’s treatise 
appears to lack a clear and strict sense of order , there is actually a detailed 
systematicity in the treatise.74 In a detailed discussion that draws on the 
works of Carnap, Herbert Simon and others, Wang articulates some 
important differences between the two treatises. Yet, his use of terms from
71 Desmond Hui, “Pavilion Architecture in Chinese Literature and Heidegger’s Philosophy 
of Dwelling,” in Portfolio ’93, pp. 129-133. Hong Kong: Hong Kong University 
Architectural Students’ Association, 1993. paper presented at the conference on Chinese 
architectural tradition and theory at Tianjin University, 1992, unpublished trans.
Desmond Hui. I am grateful to Desmond Hui for providing me with a copy of this 
translation and a copy of the original paper in Chinese. The Chinese version of this paper 
hs been published as Xu Zhuoquan and Wu Guokun, “Zhongguo wenxue de tingtai 
jianzhu yu Haidege’er de ‘xiju’ zhexue," Jianzhushi (Beijing) 53(Aug. 1993): 69-71. I 
am indebted to Andrew Li of the Chinese Universiy of Hong Kong for bringing this 
version to my attention.
72 Wang, “Ji Cheng Yuan ye yu Yaboti Jianzhu shi juan," 34-35.
73 Ibid., 40.
74 Ibid., 40, 37ff.
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the philosophy of science implied the availability of universally-applicable 
concepts of systematicity and order by which the structural differences of 
the two treatises might be articulated. The notions of structure and order 
that Wang takes for granted serve a similar role to Chi’s appropriation of the 
concepts of interpretation and understanding from philosophical 
hermeneutics—they foreclose an exploration of cultural differences in 
fundamental matters.
Desmond Hui’s discussion relates four essays on pavilions from the well- 
known Gu wen guan zhi to concepts from Heidegger’s
“Building, Dwelling, Thinking.”76 In Heidegger’s famous essay, a bridge is 
used as an example to show how architecture as a thing “brings forth the 
location and situation.” Hui argues that this idea “has been well echoed in 
Chinese literary description of pavilion architecture.” Based on an 
examination of the four Chinese essays on pavilions, Hui suggests that 
“pavilion architecture in Chinese literature manifests and enriches the 
concept of ‘dwelling’ in Heidegger’s philosophy.”79 Hui’s paper involves 
the translational equation of Chinese terms for key terms in Heidegger’s 
essay—dwelling, and earth, sky, mortals and divinities as the fourfold— 
even though he is careful to maintain a difference between the Chinese and
75
76
77
78
79
Hui cites a recent edition from Taibei: San min, 1987.
Martin Heidegger, “Building, Dwelling, Thinking,” in Poetry, Language, Thought, trans. 
Albert Hofstadter (N.Y.: Harper & Row, 1971), 145-161. For a recent discussion of the 
significance of this essay for contemporary architecture, see Clive Dilnot, “The Decisive 
Text: On Beginning to Read Heidegger’s ‘Building, Dwelling, Thinking,’” Harvard 
Architecture Review 8(1992): 180-187.
Hui, “Pavilion Architecture,” 2.
Ibid.
Ibid., 13.
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Heideggerian texts by arguing that the former “enriches” the latter. 
Fundamentally, Hui’s juxtaposition of the Chinese and the Heideggerian 
involves an implicit and unargued assumption that they are basically 
commensurate.
Taken as a group, the four papers discussed above raise two questions: How 
can we articulate an understanding of Chinese materials without imposing 
an assumed universal notion of interpretation or structure or order? Can 
specific writings from different traditions be usefully juxtaposed in 
discussion without requiring an assumption that they are basically “dealing 
with the same issues”? These questions, seldom raised for discussion in 
studies of Chinese gardens, have not received answers that have generated 
wide-spread agreement. In the present study, it is proposed that the works 
of David L. Hall and Roger T. Ames in the field of comparative philosophy 
offer important resources for dealing with these questions. They offer an 
account of the fundamental differences in the dominant world views of 
classical China and the Anglo-European tradition which will enable us to 
relate the specific considerations of architecture and garden design in China 
and elsewhere to a broader view of cultural differences—something that 
would have facilitated the work of Chi, Chiou, Wang and Hui. In 
elaborating the ramifications of the classical Chinese refusal of ontological 
transcendence in notions of language, knowledge and education, the works 
of Hall and Ames offer a wide frame of reference with which the specific 
view of language, knowledge and education in Yuan ye can be articulated. 
This view can be shown to have significant resonances with aspects of 
postmodern thought in architecture and landscape architecture. In this
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manner, the present study will attempt to contribute towards the research 
agenda articulated above with reference to the works of Berque and Hall.
The Interdisciplinary Field
Having explored some of the problems of relating Chinese and 
contemporary materials and established a preliminary case for the relevance 
of Hall and Ames in addressing them, it is now appropriate to indicate the 
kinds of contemporary developments in various disciplines that might be 
usefully juxtaposed with issues involved in the reading of Yuan ye.
■ Architecture and Writing. Ever since the re-definition of architectural 
education at the Ecole Polytechnique by Jacques-Nicolas-Louis Durand 
(1760-1834), architects of the Anglo-European tradition have thought of 
“literature to be distinct from the business of designing buildings: it is 
something to be enjoyed occasionally, at one’s leisure, like swimming or 
sleep. Before Durand, however, architecture, literature and the other arts 
shared common theoretical principles such as decorum, mimesis and 
invention.80 This historic event can be usefully situated in a wider process 
of the re-definition of the idea of study itself, in which “history, rhetoric, and 
the study of language yielded to logic, mechanics, and the natural sciences. 
As Descartes had boasted, it matters not whether one speaks in Latin or the
80 David Leatherbarrow, “The Poetics of the Architectural Setting: A Study of the Writings 
of Edgar Allen Poe,” Via 8(1986): 7-15. Leatherbarrow cites Per Palme, “Ut 
Architectura Poesis,” in Idea and Form, Acta Universitatis Upsaliensis, Figura Nova 
Series 1, ed. N. G. Sandblad (Stockholm: Almquist & Wiksell, 1959), 95-107. I have not 
been able to consult this work.
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tongue of Lower Brittany, it is logic and not rhetoric that proves the case.”81 
The legacy of Descartes and the Enlightenment, which Berque has related to 
the rise and demise of the modem landscape, has, in the discipline of 
architecture, often meant that only building and designing constitute proper 
architectural practice, and writing was only secondarily related as a 
derivative or subsidiary practice. This legacy is being challenged and re- 
assessed in recent scholarship. Studies of the architectural press in the 
20th-century, the importation of Derrida’s écriture and Barthes’s notion of 
“writerly texts” to discussions of architecture, new experimental writings in 
architecture now occupy prominent positions in architectural theory. It is 
now possible to consider writing not only as an activity that mirrors a 
reality, or approximates the qualities and attributes of a building, but as an
•  . . . .  .  8 9eventful architectural activity in its own right.
81 Donald Kunze and Wesley Wei, “The Vanity of Architecture: Topical Thinking and the 
Practice of Discontinuity,” Via 8(1986): 54-69.
82 A quick impression of the current state of debate can be gleaned from the following 
papers in ANY [Architecture New York] (New York) l,0(May/June 1993): Michael 
Speaks, “Writing in Architecture,” (pp.6-7); Arata Isosaki, “The Demiourgos and the 
Paradox of Writing,” (pp.14-15); Jacques Derrida and Peter Eisenman, “Talking about 
Writing,” (pp.18-21); Andrew Benjamin, “On, Within,” (pp.24-25), Greg Lynn, 
“Probable Geometries: The Architecture of Writing in Bodies,” (pp.44-49); Bernard 
Tschumi, “Modes of Inscription,” (pp.50-53). 1 am indebted to Jeff Maas for lending a 
copy of this journal to me. For a parallel discussion in a contemporary Chinese context, 
see the special issue on architecture and literature in Jianzhushi (Beijing) 54(Oct. 1993).
83 See Beatriz Colomina, ed. Architectureproduction (New York: Princeton Architectural 
Press, 1988); Colomina, “Modernism and Mass Culture: The (American) Production of 
Le Corbusier,” Ottagono 92(Sep. 1989): 51-70; idem, “On Adolf Loos and Josef 
Hoffman: Architecture in the Age of Mechanical Reproduction,” in Raumplan versus 
Plan Libre: Adolf Loss and Le Corbusier J 919-1930, ed. Max Risselada (New York: 
Rizzoli, 1988), 65-77; and Hélène Lipstadt, “Architecture and Its Image: Notes Towards 
the Definition of Architectural Publication,” Architectural Design 59, 3/4(1989): 12-23. 
See also David Leatherbarrow, Review of On the Art o f Building in Ten Books by Leon 
Battista Alberti, trans. Joseph Rykwert & Robert Tavernor, Journal o f Architectural 
Education 43,2(Winter 1990): 51-53. For a conception of contemporary architectural 
writing as a creative activity, see Alejandro Zaera, “Herzog and de Meuron: Between the
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The importance of Chinese literature for the study of Chinese gardens is 
well accepted among scholars. Yet Chen Congzhou’s bold claim that “the 
study of Chinese gardens should begin with the study of Chinese poetry and 
prose”84 has often been at odds with scholars with empiricist leanings that 
prioritize the study of extant gardens and with those who insisted on reading 
Chinese literature for its descriptive content. The present study will offer a 
prima facie case for the view that elements of empiricism and the commonly 
accepted understanding of Chinese writing as a mirror of garden design 
should be foregrounded and criticised by tracing its history in terms of 
Anglo-European developments since Descartes and the Enlightenment. By 
doing so, the Anglo-European sources of a cognitivist understanding of 
Yuan ye and the valorization of this treatise for its “plainer passages” 
(concomitant with a dismissal of the significance of the literary aspects of 
the treatise) can be highlighted and criticized. The present study will 
elaborate a view of the writing and publication of Yuan ye as a singular 
cultural event that moves beyond the common (and cognitivist) view that its 
content “sums up” a domain of personal and traditional experience in garden 
design.86
Face and the Landscape,” El Croquis 60(Apr-May 1993):24-36. For a brief overview, 
see Speaks, “Writing in Architecture.”
84 Chen Congzhou, “Zhongguo shiwen yu Zhongguo yuanlin yishu,” in Lian qingji 
(Shanghai: Tongji daxue chubanshe, 1987), 8. My italics.
85 The valorisation of the “plainer passages” can be seen clearly in Alison Hardie, 
“Translator’s Preface,” in Ji Cheng, Craft o f Gardens, 10.
86 For this view, see for instance Pan Guxi, “Zhongguo gudai de yuanlin yishu,” 45; and 
Zhang Jiaji, Zhongguo zaoyuan shi, 175.
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■ The History of History and Theory. Concurrent with the contemporary 
discussion of architectural writing outlined above, architectural historians 
have become increasingly aware of the historicity of architectural 
historiography, and its relation to architectural theory and the institution of
• . . . . .  Q7architecture as a university discipline. The empiricist conception of 
history as an objective statement of facts has been challenged by scholarly 
appropriation of work associated with the so-called “linguistic turn” in
• q qintellectual history. This “turn” in intellectual history parallels the recent 
interest in writing as an architectural practice. In both fields, we find a 
challenge to the notion of language as a transparent medium for the 
representation of a historical or built reality.
The purchase of these developments for the study of architectural history is 
significant: First, architectural history and theory are seen to be culturally 
constructed modes of knowledge. The changing nature of architectural
87 Gwendolyn Wright, “History for Architects,” in The History o f History in American 
Schools o f Architecture, ed. Gwendolyn Wright and Janet Parks (New York: The Temple 
Hoyne Buell Center for the Study of American Architecture and Princeton Architectural 
Press, 1990), 13-52; Elisabeth Blair MacDougall, ed., The Architectural Historian in 
America (Washington, D.C.: National Gallery of Art, dist. University Press of New 
England, 1990); Mark Wigley, “Prosthetic Theory: The Disciplining of Architecture,” 
Assemblage 15(1991): 7-29.
88 Réjean Legault, “Architecture and Historical Representation,” Journal o f  Architectural 
Education 44,4(Aug. 1991): 200-205; Mitchell Schwarzer, “Gathered This Unruly Folk: 
The Textual Colligation of Historical Knowledge on Architecture,” Journal o f 
Architectural Education 44,3(May 1991): 144-149; Mark Jarzombek, “The Crisis of 
Interdisciplinary Historiography,” Journal o f Architectural Education 44,3(May 1991): 
150-155. For the wider discussion in intellectual history, see Martin Jay, “The Textual 
Approach to Intellectual History,” Strategies, no.4/5(1991): 7-18. I have found the 
following work particularly useful for articulating questions in relation to Yuan ye: 
Dominick LaCapra, “Rethinking Intellectual History and Reading Texts,” in idem, 
Rethinking Intellectual History: Texts, Contexts, Language (Ithaca & London: Cornell 
University Press, 1983), 23-71.
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history and theory and the transformation of their relationship in the Anglo- 
European tradition since the Renaissance has been highlighted. Mark 
Jarzombek has persuasively shown how, beginning with a notion of an 
operative conception of the past as an essential platform of humanist 
politics—summed up by Augustin Thierry’s dictum that “Human societies 
must know where they come from in order to see where they are going”89— 
a series of changes in architectural thinking led eventually to a situation in 
which “theory” was “treated as a discourse separate from its historicity” and 
“history” became an objective account removed from its previous role of 
maintaining the prestige of “a single ‘correct’ historical past”—primitive, 
Roman, Greek or Gothic.90 In this line of investigation lies a possibility of 
highlighting how Chinese discourse on architecture and gardens functioned 
in an altogether different cultural setting. The present study will argue that 
the common view of Yuan ye as a work on the Chinese theory of garden 
design is inappropriate because it fails to take into account the historical 
specificity of the cultural memory of Chinese gardens and of terms such as 
“history” and “theory.”
Second, the assumed separation of form and content in historiography 
implied by the notion of language as a transparent medium is rendered 
problematical. Conventional architectural history is seen to be based on a 
“documentary model of knowledge” in which “the basis of research is ‘hard’ 
fact derived from the critical sifting of sources.”91 But this “sifting” is
89 Jarzombek, “Crisis o f Interdisciplinary Historiography,” 150.
90 Ibid., 150-151.
91 Dominick LaCapra, History and Criticism (Ithaca: Cornell University Press, 1985), 18.
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presented in a historical narrative, conceived as a transparent medium for 
the refiguration of “facts.” The same body of “facts” gives rise to 
alternative narrative emplotments. Since the former underdetermines the 
latter, recent writers have called attention to the content of form, arguing 
that “the historian’s use of language is mediated by critical factors that 
cannot be reduced to factual predication or direct authorial assertion about 
historical ‘reality.’” In particular, the colligatory concepts by which 
historical data has been organized—form and context, rise and decline, the 
functional and the aesthetic—have been foregrounded as constituent 
elements of historical narration. At the same time, historians have 
challenged the view that historical documents give an unmediated access to 
historical reality. Dominick LaCapra has distinguished between 
“documentary” and “work-like” aspects of historical sources. The “work­
like” aspects supplement “empirical reality by adding to and subtracting 
from it. It thereby involves dimensions of the text not reducible to the 
documentary, prominently including the roles of commitment, 
interpretation, and imagination . . .  it deconstructs and reconstructs the
92 LaCapra, “Rethinking Intellectual History and Reading Texts,” 25. For recent works that 
challenge conventional architectural history by drawing on the “linguistic turn” in 
intellectual history, see Legault, “Architecture and Historical Representation,” and 
Schwarzer, “Gathered This Unruly Folk.”
93 Schwarzer, “Gathered This Unruly Folk.” For a general discussion of colligatory 
concepts, see W. H. Walsh, “Colligatory Concepts in History, “ in Studies in the Nature 
and Teaching o f History, ed. W. H. Burston & D. Thompson (London: Routledge & 
Kegan Paul, 1967), 65-84.
94 LaCapra, “Rethinking Intellectual History and Reading Texts,” 29-30.
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These recent developments hold considerable import for the study of 
Chinese architecture and gardens. Insofar as the notion of architectural 
history as factual representation of a historical reality has informed 20th- 
century scholarship in China, these developments offer a series of 
possibilities to reconsider the factualist understanding and documentary 
reading of Chinese materials. Although it is beyond the scope of the present 
study to consider these possibilities in any detailed way, they form an 
important sub-text of the specific arguments advanced here: the study of 
Yuan ye and the reading of Chinese literary writings on gardens in 20th- 
century scholarship have largely ignored the “work-like” aspects of these 
texts. Dynastic histories, belle-lettristic pieces, poetic works, historical 
notebooks, have all been subjected to documentary readings that presumed 
the separation of the architectural and the literary dominant in the Anglo- 
European tradition since Durand. The present study of Yuan ye will 
contribute towards the task of redressing this situation by focussing on its 
literary and rhetorical aspects.
Third, the notion of language as a transparent medium informs 
institutionalized practices. It informs ways of knowing and reading with 
specific institutional locations in modem disciplines and professions. 
Gwendolyn Wright has highlighted the relationship between specific 
conceptions of history, specific forms of curriculum and the specific 
interests of the architectural profession.95 Mark Wigley has shown how the 
admission of architecture as a discipline in universities was related to a
95 Wright, “History for Architects.”
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conception of architecture as a body of technical and historical knowledge.96 
Hsia Chu-chiu has contributed a rich and suggestive study showing how the 
establishment of tertiary educational institutions and scholarly organizations 
in 20th-century China was involved in the construction of a technical- 
historical knowledge of traditional Chinese architecture and gardens 
informed by the Beaux-Arts tradition of scholarship dominant in the United 
States in the 1920s. The works of Wright and Wigley invoked here, and 
others of similar concerns, point to possibilities in extending Hsia’s 
dicussion of Chinese materials. Taken together, they highlight the fact that 
pursuing a new reading of Yuan ye that entails a re-assessment of the 
relationship between language and the transmission of knowledge is not just 
a matter of proposing and defending a new reading of a canonical treatise. It 
involves foregrounding and criticizing the ways of knowing practiced in 
specific disciplines and institutional bodies. The significance of the 
historical scholarship represented by Hsia, Wigley and Wright is that they 
offer important resources for formulating a view of what accounts for the 
emergence and transformation of a complex of ways of knowing which has 
been conventionally designated as zaoyuanshi (garden history) or jianzhushi 
(architectural history). By drawing on this scholarship, it is possible to 
sharpen one’s sense of the nodal points of the project proposed in the
96 Wigley, “Prosthetic Theory.”
97 Xia Zhujiu [Hsia Chu-joe], “Yingzao xueshe-Liang Sicheng jianzhushi lunshu gouzao 
zhi lilun fenxi,” in idem, Kongjian, lishiyu sliehui—lunwen xuan 1987-1992. Taiwan 
shehui yanjiu jikan, no. 3 (Taibei: Zhou Yu, 1993), 1-40. This paper can be usefully read 
together with Dimitri Porphyrios, “Notes on a Method,” Architectural Design 
51,6/7(1981): 96-104; and Ernst Gombrich, “Hegel and Art History,” Architectural 
Design 51,6/7(1981): 3-9.
98 E.g. Margaret Crawford, “Can Architects be Socially Responsible?” in Out o f  Site, ed. 
Diane Ghirardo (Seattle: Bay Press, 1991), 27-45. For a critical view of Crawford’s 
work, see Bruce Robbins, “Pathetic Substitutes,” Assemblage 23(1994): 86-91.
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present study: the task of responding to the research agenda formulated with 
reference to Berque and Hall above is not simply a matter of thinking new 
thoughts about traditional Chinese gardens, or new approaches to designing 
in architecture and landscape architecture; it involves questioning the ways 
of knowing involved in material practices of architecture or landscape 
architecture—archival research, the re-structuring of traditional knowledge 
in terms of modem disciplinary models of knowledge, the objective 
representation of the environment by architectural drawings and 
photography. Tackling the problem of “inheriting and continuing” the 
Chinese tradition of garden design is not simply a matter of clarifying the 
issues and of making more thorough attempts based on modem disciplinary 
premises and practices.
It is now possible to sophisticate the task of the present study of Yuan ye: 
the task of articulating the resonances between a traditional Chinese text like 
Yuan ye and specific aspects of the ramifications of postmodernism in 
contemporary scholarship is not just an exploration of resonances between 
thoughts from diverse contexts but of ways of knowing from diverse cultural 
and institutional locations as well. What Hsia, Wigley and others have 
opened up is the possibility of relating specifically modem Anglo-European 
ways of knowing to 20th-century scholarship on Chinese architecture and 
gardens. They offer the opportunity to highlight the manner in which these 
ways of knowing have obscured the cultural specificities of the Chinese 
materials. The present study will attempt to show how a new reading of 
Yuan ye can be made in the light of these considerations. Naturally, the 
study of the history of Chinese architectural and landscape history is too
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underdeveloped to permit anything remotely detailed. Although Nancy 
Shatzman Steinhardf s remark that there is as yet no major theoretical study 
of Chinese architectural history is now qualified by Hsia’s important work, 
the situation is still very far from satisfactory.99 Apart from the implications 
of Hsia’s work for the study of Chinese gardens, there is practically no 
serious theoretical work on the history of the modem study of Chinese 
gardens. The present study is therefore necessarily limited by the state of 
scholarship in questions of historical specifics. In a larger frame of 
reference, however, it is possible to offer useful clarifications of the 
different nature of the ways of knowing from the Chinese and Anglo- 
European traditions by drawing on recent scholarship in comparative 
philosophy.
■  Knowing Principles and Knowing Otherwise. In the work of Ames, we 
find an account of the fundamental differences between classical Chinese 
and Western epistemology. In classical Western epistemology, “knowledge 
entailed the discovery and ‘grasping’ of the defining ‘essence’ or ‘form’ or 
‘function’ behind elusively changing appearances.. . . Reality is what is 
permanent. . . .  Knowledge tends to be understood in representational terms 
that are isomorphic and unambiguous—a true copy impressed on one’s 
mind of that which exists externally and objectively.” 100 “Concepts are 
necessary conditions for knowing. A concept is a grasping of form of
99 Nancy Shatzman Steinhardt, “East Asia: Architectural History across War Zones and 
Political Boundaries,“ in The Architectural Historian in America, ed. Elisabeth Blair 
MacDougall (Washington, D.C.: National Gallery of Art, dist. University Press of New 
England, 1990), 186.
100 Ames, “Introduction,” 54-55.
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something, what is essential to it.” 101 Reason is the “human faculty 
independent of experience that can discover the essences of things.” 102 
Rational explanation requires “the discovery of some antecedent agency or 
the isolation and disclosure of relevant causes.” 103
By contrast, classical Chinese “knowing” is not “a grasping of what is 
essential” or “the making present of the being or logos of beings,” but 
“involves a tracing out without obstruction of the correlated details and the 
extended pattern of relationships which obtain among them. Instead of a 
classical rationalistic epistemology dependent upon the categories of rational 
faculty, substance and accident, necessity and contingency, essence and 
attribute, and linear causal chains, Confucian knowing has as its goals a 
comprehensive and unobstructed awareness of interdependent conditions 
and their latent, vague possibilities, where the meaning and value of each 
element is a function of its own particular network of relationships.” 104 
“Reason” here is “coherence—the pattern of things and functions,” 105 not a 
faculty that is “independent of experience,” but “the palpable determinacy 
that pervades both the human experience and the world experienced.” 106 
“Rational explanation” is not focussed on causal agency but consists in 
“mapping out the local conditions that collaborate to sponsor any particular 
event or phenomenon.” 107 Since “knowing” involves a comprehensive and
101 Ames, “Meaning as Imaging,” 230.
102 Ames, “Introduction,” 55-56.
103 Ibid., 56.
104 Ames, “Meaning as Imaging,” 231.
105 Ames, Introduction,” 56.
106 Ibid., 55-56.
107 Ibid., 56.
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unobstructed mapping and the ontological disparity between reality and 
appearance is absent here, epistemic vocabulary of the classical Chinese 
tradition is not “to conceive, to comprehend, to perceive,” 108 but “one of 
tracing out, unraveling, penetrating, and getting through.” 109 Dao i l l  is “to 
tread a path;” tong iE “to penetrate,” li iS “to trace out.” 110 In contrast 
with classical Western epistemology where “knowing” assumes a mirroring 
correspondence between objective world and subjective representation, 
Chinese “knowing” is participatory, creative and performative, indicating 
“an unwillingness to allow for the separation between theory and praxis and 
between fact and value.” 111 In this sense, “to know is ‘to realize,’ to ‘make 
real. ’” 112 To dao is not treading a given path, but a making of a path in the 
treading of it. “Thus, one’s own actions are always a significant factor in 
the shaping of one’s world.” 113 Knowing entails “a casting of the form of 
the future in such fashion and with such persuasive authority as to invite 
sympathy and participation.” 114 Chinese “knowledge” is “speech and deed,” 
communal acts that “articulate a future in language” informed by a 
comprehensive and unobstructed awareness of interdependent conditions 
and their latent vague possibilities, speech and deed that help manipulate 
these conditions and possibilities for a communal end.
108 Ames, “Meaning as Imaging,” 230.
109 Ames, “Introduction,” 57.
110 Ibid., 57. Ames, “Meaning as Imaging,” 230.
111 Ames, “Meaning as Imaging,” 240.
1.2 Ames, “Introduction,” 57.
1.3 Ibid.
114 Ames, “Meaning as Imaging,” 240.
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It has been necessary to rehearse Ames’s discussion of classical Chinese 
epistemology by differentiating it from its counterpart in the classical 
Western tradition because it enables us to elaborate a notion of knowing 
crucial to the understanding of Yuan ye advanced in the present study.
When Zheng Yuanxun discussed the transmission of knowledge in his 
preface to Yuan ye, the crucial problem of reading the treatise is addressed 
precisely in terms of bian and tong. Ames’s work allows us to relate this 
passing reference to classical Chinese epistemology. Ever since Siren’s well 
known study of Chinese gardens, Yuan ye has been adduced as a treatise that 
allowed readers to grasp unchanging principles, as a treatise that revealed 
typical design intentions or a theory of garden design that was reflected in 
actual practice. By drawing on Ames’s distinction between Western and 
Chinese epistemology, the present study will argue that this common view is 
inappropriate and will propose a new account of the treatise in terms of 
classical Chinese epistemology. This new account will allow us to explore 
certain resonances between the traditional Chinese world of Yuan ye and 
certain elements of contemporary thinking in architecture and landscape 
architecture. The specific elements of contemporary thinking most pertinent 
to this exploration can be identified by linking Hall’s discussion of 
traditional China and the postmodern West with Ames’s comparative work 
on epistemology.
■ Theory/Practice. When David Hall proposed that there are significant 
resonances between traditional China and postmodernism in the West, he 
specifically called attention to the philosophy of presence— “the desire to 
make present the presence of Being in beings” or, in Derrida’s terms,
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“logocentricism”—that has implicitly or explicitly served as the ground of 
the metaphysical tradition of the West.115 This logocentricism, related to 
Ames’s account of classical Western epistemology as an attempt to grasp 
what is real in the world of appearances, is precisely being challenged in the 
work of Derrida and other 20th-century philosophers, whose works have 
informed contemporary discussions in architecture and landscape 
architecture.116
In the field of architecture, renewed discussion of the nature of “theory” and 
its relation to “practice” has opened up an opportunity to re-consider the 
nature and status of treatises such as Yuan ye.117 The dualistic and 
oppositional conception of theory and practice in which the former directs 
the latter and guarantees its rectitude, efficacy and probity has been openly 
challenged. Frascari pointed to the historicity of this dualistic conception by 
exploring the significance of older terms such as “theorica,” “practica,” 
“théorie,” and “practic.” There is a traditional Anglo-European conception 
in which “the théorie and practic sciences of architecture partake mutually
115 Hall, “Modern China and the Postmodern West,” 57. .
116 See for instance, David Kolb, Postmodern Sophistications: Philosophy, Architecture, 
and Tradition (Chicago & London: The University of Chicago Press, 1990) and Mark 
Wigley, The Architecture o f  Deconstruction: Derrida’s Haunt {Camb., Mass.: MIT 
Press, 1993). For postmodernism in contemporary landscape architecture, see Steven C. 
Bourassa, The Aesthetics o f  Landscape (London & New York: Belhaven Press, 1991), 
Ch. 8; Berque, “Beyond the Modern Landscape,” 36-37.
117 John Whiteman, “That Skepticism Might Be a Place: Building, Theory and Tragedy in 
the Play of Architectural Practice,” Perspecta 27(1992): 40-51; Marco Frascari, 
“Maidens ‘Theory’ and ‘Practice’ at the Sides of Lady Architecture,” Assemblage 
7(1988): 15-27; Mark Linder, “Architectural Theory Is No Discipline,” in Strategies in 
Architectural Thinking, ed. John Whiteman, Jeffrey Kipnis and Richard Burdett (Camb., 
Mass.: MIT Press, 1992), 166-179. Also relevant is Jennifer Bloomer’s Annual 
Discourse presented before the Royal Institute of British Architects in 1992, summarized 
in “Supplementing the Sites o f Practice,” RIBA Journal 99,11 (Nov. 1992): 26-32.
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of one another: each practic and théorie.”11S Whiteman proposed to replace 
a conception of theory “as a form of mastery, as a form of direct control of 
words over things, from which sense an instrumental action can be 
prescribed,” with a notion that theory is something that ‘lies dormant, 
inactive, unneeded, and unarticulated” yet responds tirelessly when “called 
upon by those encountering difficulty in production.”119
Reflections of this kind can be related to Hall’s discussion of the philosophy 
of presence and logocentricism in Western philosophy, particularly the way 
knowledge of principles, especially of generic principles of logic and 
rationality has been paramount.120 Recent discussions of theory and 
architecture participate in the wider critical reflection on logocentrism 
mentioned by Hall. When he points out that “the Chinese find it easier to 
think difference, change, and becoming” while in the modem West “it has 
been easier to think in terms of identity, being, and permanence,”121 it is 
possible to see the relevance of Frascari and Whiteman to the project of re­
considering the nature and status of a text such as Yuan ye.
It is now possible to relate the foregoing discussion to recent work on theory 
and practice in contemporary landscape theory. In a recent paper, James
118 Frascari, “Maidens ‘Theory’ and ‘Practice,’” 18.
119 “I do not conceive of theory as a form o f mastery, as a form of direct control of words 
over things, from which sense an instrumental action can be prescribed. This would be a 
false authority and a false expectation. Theory does not, cannot, and should not tell a 
person what to do. It is not the case that the world, or the part of it which we inhabit, or, 
again, the sphere of our inhabitation can be thought out in advance. It is not the task of 
theory to know in advance and to provide us with a blueprints.” (Whiteman, “That 
Skepticism Might Be a Place,” 45).
120 Hall, “Modern China and the Postmodern West,” 58.
121 Ibid., 59.
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Comer distinguishes three different approaches common in contemporary 
landscape theory. These three, he says, are all derived from “modem 
techno-scientific thinking” and each “seeks closure, certainty, and control” 
and gives rise to built landscapes that “suffer from an equally closed 
explicitude: a stifling immanence where all is exposed and nothing is left to 
the imagination.” 122 First, Comer rejects positivism as “a dogmatic, 
empirical approach that believes a logical synthesis will follow from a 
comprehensive and objective fact-structure.” 123 Second, Comer rejects the 
use of paradigms in the sense in which it has most often been used by 
architects and landscape architects: the idea of “paradigms as a very 
specific ‘type’ or an exemplary formal model that represents an 
ideology.” 124 He sees this as a deviation from the proper view of paradigms 
as “belief systems with laws and values necessary for coherent practice.” 125 
Third, Comer rejects the notion of the avant-garde as “a movement of 
endless subversion,” and, following Peter Berger, considers it symptomatic 
of “the deep-solitude of an individual’s will to make a statement.” 126 Comer 
considers these three approaches responsible for perpetuating “an 
excessively ‘hard’ or neutral world . . .  in which culture can no longer figure 
or recollect itself.” In opposition to the modem view of landscape in 
which techne and poeisis are kept separate, Comer proposes a hermeneutic
122
123
124
125
126 
127
James Corner, “A Discourse on Theory II: Three Tyrannies of Contemporary Theory and 
the Alternative of Hermeneutics,” Landscape Journal 10,2(Fall 1991): 115.
Ibid., 116.
Ibid., 119.
Ibid.
Ibid., 124.
Ibid., 115.
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view that restores the traditional (Greek) understanding of their intimate 
relationship in the making of artifacts.128
Recent scholarship of the kind represented here by Frascari, Whiteman and 
Comer opens up possibilities for re-considering the question of theory and 
practice in relation to the reading of Yuan ye. It allows us to make a prima 
facie case why certain notions and approaches are not relevant to a reading 
of Yuan ye. On the one hand, it helps us to problematize certain modernist 
assumptions—theory as something general and abstract with an immediate 
and causal relation to practice—that are sometimes applied to the reading of 
Yuan ye. On the other hand, it makes it possible to pin-point the cultural 
limitations of some recent approaches such as Comer’s hermenutical 
reconciliation of techie and poeisis. Chinese sources such as Yuan ye can 
be shown to draw on a sense of tradition and continuity that does not entail a 
coupling of techne and poeisis. The implicit Greco-centrism of scholars 
such as Comer and Vesley can be highlighted with reference to the Chinese 
material.
Let us reconfigure the terms of the present discussion in the following way. 
We are concerned here with correlating six foci of scholarly inquiry:
(1) classical Chinese epistemology;
(2) classical Western epistemology;
(3) postmodern critique of logocentricism in the Anglo-European 
tradition;
128 James Corner, “A Discourse on Theory I: ‘Sounding the Depths’— Origins, Theory, and 
Representation,” Landscape Journal 9,2(1990): 60-78.
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(4) architecture and landscape architecture in the Anglo-European 
tradition;
(5) postmodern critique of architecture and landscape architecture in 
the Anglo-European tradition; and
(6) architecture and landscape architecture in the Chinese tradition.
(1) is contrasted with (2) by Ames. (3) and (1) are related by resonances 
discussed by Hall. (3) is related to (2) as (5) is to (4). The present study 
locates itself by situating (6) in relation to (1) with reference to the relation 
between (2) and (3) and between (4) and (5), and articulates resonances 
between (6) and (5). The foregoing discussion of epistemology has drawn 
on Ames’s discussion of (1) and (2) to make a point about (6), and the 
preceeding discussion of theory and practice pointed to its re-consideration 
in (5) and its relation to (2) and (4). It is important to highlight the gestural 
aspect of this formulation of the activity performed in the present study. An 
overly literal construal of this formulation would give the false impression 
that these six foci are monolithic totalities. What is indicated here is the 
general shape of the scholarly exercise and not a formulaic procedure.
■ Historical Specificity. Recent scholarship has made available a number 
of possibilities for relating the appearance of Yuan ye to specific 
understandings of its historical context. Wang Chunyu’s 3E#fij work 
shows that garden-making in the Ming dynasty was concentrated in two 
periods of intense activity.129 The first burst of activity was during the 
reign-periods of Chenghua f&fk, Hongzhi 'jL'Ju , and Zhengde 
(i.e. 1465-1521). Yuan ye appeared a few years after Wang’s second period
129 Wang Chunyu, “Lun Mingdai Jiangnan yuanlin,” Zhongguo shiyanjiu 1987, no.3, p.
157. Iam indebted to Associate Professor Zhou J iming of Hubei University for drawing 
my attention to Wang’s work.
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of major activity in garden building, which covered the reign-periods of 
Jiajing H i f , Longqing and Wanli HIM (i.e. 1522-1619). In terms of a 
wider time-frame, a number of scholars have proposed the Ming and Qing 
dynasties as the period of full maturity in Chinese garden history. On this 
view, Yuan ye has been considered as a text that marks the culmination and 
summation of the whole tradition of Chinese garden design.130 A contrary 
account is given by the innovative work of Wang Yi, for whom the middle 
of the Tang dynasty marked the high point of garden making and a nodal 
point that separated two epochal tendencies: an earlier situation that 
emphasized gardens as outdoor space and a subsequent situation in which 
aspects of interiors of buildings and their integrated nature in design were 
emphasized. On this view, Yuan ye marks a moment in the latter epoch as a 
text that has much to say about the integration and elaboration of refined 
interiors.131
\ #
The significance of gardens in the study of Ming social history has attracted 
much attention in Western scholarship on Chinese gardens during the 1990s. 
Joanna Handlin Smith has argued that, in the late Ming dynasty, gardens 
“expressed the interests of men competing for social influence.” She 
suggests that gardens were not just places of scholarly retreat, but mostly 
sites of social intercourse between members of an elite. On this view, Yuan
130 E.g. Zhang, Zhongguo zaoyuan shi, 153; An Huaiqi. Zhongguoyuanlin yishu (Shanghai: 
Shanghai kexuejishu chubanshe, 1986), 33; Jin Xuezhi. Zhongguo yuanlin meixue (n.p.: 
Jiangsu wenyi chubanshe, 1990), 32.
131 Wang Yi, Yuanlin yu Zhongguo wenhua (Shanghai: Shanghai renmin chubanshe, 1990), 
137.
132 Joanna F. Handlin Smith, “Gardens in Ch’i Piao-chia’s Social World: Wealth and Values 
in Late-Ming Kiangnan ''Journal o f Asian Studies 51,1 (February 1992): 69.
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ye would be a manual that would have been addressed to this social situation 
of garden owners in which the “ulterior purpose” of “expansion of social 
connections . . .  was masked by claims to aesthetic expertise.”133 In the 
works of John W. Dardess, there was an equally important attempt to relate 
the study of garden to issues of social history.134
The most well known attempt to integrate the study of Chinese gardens with 
concerns of social history has been the materialist work of Craig Clunas, 
which brought together conceptual insights from British Marxist scholarship 
on landscape history, Michel Foucault’s analysis of discourse, and Michel 
de Certeau’s work on spatial analysis and everyday life. Clunas has 
introduced an admirable sense of historical specificity and detail to the study 
of Chinese gardens in the Jiangnan area during c. 1440-1650. Clunas argues 
that there was a transformation in the Ming dynasty in which the notion of 
garden as “property” became one of garden as “art.”135 During this 
transformation, Clunas argues that a discourse of gardens emerged for the 
first time: “In the early Ming period there simply is no ‘writing about 
gardens,’ in the sense of a coherent, cross-referencing text. In Foucault’s 
sense of discourse as ‘practices that systematically create the objects of
133 Ibid., 58.
l34John W. Dardess, “A Ming Landscape: Settlement, Land Use, Labor, and Estheticism in 
T’ai-ho County, Kiangsi,” Harvard Journal o f Asiatic Studies 51, 1 (February 1992): 58- 
81; idem, A Ming Society: T’ai-ho County, Kiangsi, fourteenth to seventeenth centuries 
(Berkeley: University of California Press, 1996).
135 Craig Clunas, “Ideal and Reality in the Ming Garden,” in The Authentic Garden: A 
Symposium on Gardens, edited by L. Tjon Sie Fat & E. de Jong (Leiden: Clusius 
Foundation, 1991), 203. I am indebted to Dr Clunas for a copy of this work. A wider 
account o f Ming material culture can be found in Clunas, Superfluous Things: Material 
Culture and Social Status in Early Modern China (Cambridge: Polity Press, 1991). The 
full discussion of Clunas’s view is presented in his Fruitful Sites: Garden Culture in 
Ming Dynasty China (London: Reaktion Books, 1996).
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which we speak,” gardens are not in the early Ming a discursive object. By 
about 1620 or 1630 at least, this was no longer the case, and ‘writing about 
gardens’ had become a possibility, a possibility that is essentially being 
exploited in the same terms today.”136 On this view, Yuan ye was written 
just after this momentous historical shift and is environed by a kind of 
discourse the purpose of which is “to mask the status of gardens as the 
property of the rich, and particularly of types such as generals and imperial 
in-laws, by making them subject to the same impenetrable laws of taste as 
pictures, furniture, dress and the other categories of the Ming world of 
goods.” In this way, Yuan ye is linked to writings such as Wen 
Zhenheng’s Zhang wu zhi 138 as part of a general
phenomenon called “the commodification of knowledge.”139
My initial reaction to the works of Handlin Smith and Clunas was to ask 
whether this vein of historical work is open to the kind of criticism that 
Donald Preziosi has recently directed against the social history of art. By 
drawing on Hayden White’s “Fictions of Factual Representation,”140 
Preziosi argued that social historians of art, such as T. J. Clark, employ a 
model of causality that substitutes a network of relations of spatiotemporal 
contiguities—“the ‘specificities’ of history and moment”—for the more
136 Clunas, Fruitful Sites, 137.
137 Clunas, “Ideal and Reality in the Ming Garden,” 204.
138 See Chen Zhi, “Qing chu Li Liweng shi zhi zaoyuan xueshuo,” Dongfang zazhi, 41, 10  
(May 1945): 45-48, and idem, “Ming mo Wen Zhenheng shi de zaoyuan xueshuo,” 
Jianzhu lishiyu lilun 2(1981): 103-107.
139 See Clunas, “Books and Things: Ming Literary Culture and Material Culture,” in Chinese 
Studies, edited by Frances Wood. British Library Occasional Papers, 10. (London:
British Library, 1988), 136-144. Clunas, Fruitful Sites, 138.
140 Hayden White, Tropics o f Discourse: Essays in Cultural Criticism (Baltimore & London: 
Johns Hopkins University Press, 1978), 121-134.
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traditional explanation of artworks in terms of the analogy between form 
and content.141 The specificities of history and moment “constitute the 
causal ‘background’ within which the artwork, as historical act and event, 
emerges.”142 On first examination, this view of the social history of art does 
appear to describe the paper by Handlin Smith.
Critical response to Clunas’s work has been mixed, and some art historians 
have complained openly about Clunas’s socio-economic approach. Among 
these critics, Anne de Coursey Clapp is perhaps the most unsympathetic.143 
By far the most significant response to Clunas’s work is Mark Jackson’s 
reading of Fruitful Sites (1996).144 Jackson recognizes the importance of 
Clunas’s attempt to avoid a neutral aesthetic approach to garden history and 
to develop a materialist history of Chinese gardens, and Jackson also 
supports Clunas’s critique of orientalism. However, Jackson calls attention 
to the problems of transposing the categories of commodity capitalism, 
consumption and exchange from a European context to the context of Ming 
China. For Jackson, orientalism “begins with the unreflexive transposition 
of categories of thought from one culture to another” and such transposition 
is problematic for “its implied refusal of difference.”145 While Jackson 
would agree that contemporary Chinese gardens are caught in a global
141 Donald Preziosi, Rethinking Art History: Meditations on a Coy Science (New Haven & 
London: Yale University Press, 1989), 164.
142 Ibid.
143 Anne de Coursey Clapp, Review of Craig Clunas, Fruitful Sites (1996), Harvard Journal 
o f  Asiatic Studies 88(1998): 264-269. See also, Morris Rossabi, Review o f Craig Clunas, 
Fruitful Sites (1996), Journal o f Asian History 32(1998): 79-80.
144 Mark Jackson, “Landscape/Representation?Text: Craig Clunas’s Fruitful Sites (1996),”
Studies in the History o f Gardens and Designed Landscapes 19, 3/ 4(July-December 
1999): 302-313.
145 Ibid., 311.
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commodity network of tourism, he questioned whether the same 
universalizing claim for the commodity form is equally convincing for 
relating Ming China and eighteenth- or nineteenth-century Europe.146 Of 
special concern to Jackson are (1) the way in which Clunas’s analysis have 
taken up, at a structural level, a Western notion of transcendence and a 
subject-object dualism, and (2) whether Clunas’s use of the concept of 
representation, which seems incongruous with his use of Foucault’s 
discourse theory, leads to the understanding of text and garden as an 
ideal/material binary instead of seeing text and garden as constitutive of and 
implied by each other.147 For Jackson, the work of Hall and Ames is 
exemplary for its ability to avoid the pitfalls of essentializing “classical 
Chinese thinking” and dualistic thinking, and Jackson points to their work 
as conceptual resource for thinking about the difficulties in Clunas’s work.
I recognize with Clunas and Jackson the problem of essentializing China 
and constructing an unchanging image of “the Chinese garden,” but I have 
not adopted the materialist perspective of commodity exchange since my 
basic interest in this thesis is to follow the work of Berque, Hall and Ames 
to see if it would be possible to read Yuan ye without the assumptions of 
subject-object dualism. Further, the invariably third-person narratives 
generated by social historians do not appear compatible with the objectives 
of the present study. The distinction here is between what Michel de 
Certeau might call “a son of history” and an “observer” or “operator.”148
146 Ibid., 310.
147 Ibid., 309,311.
148 Michel de Certeau, “Writing vs. Time: History and Anthropology in the Works of 
Lafitau,” Yale French Studies no.59(1980):54.
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Finally, the present study is focussed on the appearance of Yuan ye as an 
event, as a happening that introduces an element of surprise and cannot be 
reduced to a simple consequence of its historical context or conditions.149
Evocation as Mode of Operation
The foregoing Introduction has not attempted to mount a case justifying an 
approach for the present study epistemically or normatively. In discussing 
the work of other scholars, the questions of whether their work provides 
knowledge that is “true or warranted or adequate or undistorted”150 and 
whether their practices are valid with respect to particular normative criteria 
have been bracketed. The object here has not been to bound off a domain of 
study that would be self-sufficient and independent of other lines of 
investigation, but rather to articulate a pattern of relevance around its 
principal concerns that would remain contextualized by other lines of study. 
However, just as no one train of thought is complete in every way and not 
all trains of thought are equally pertinent to particular concerns, it is 
necessary to operate provisionally with a sense of relevancy and 
appropriateness. This sense of relevancy and appropriateness is necessarily 
equivocal and part of the contribution of the present work can be assessed 
by the way it can be seen to promote further detailed discussions rather than
149 “An event in thought may be said to be singular just when the novelty it introduces 
cannot be predicted or explained in terms of context and logic alone. . . .  We can never 
infer an event in thought from the context or reasoning from which it arises.” (John 
Rajchman, “What’s New in Architecture?” in idem, Philosophical Events: Essays o f the 
‘80s [New York: Columbia University Press, 1991], 153.)
150 Nancy Fraser, Unruly Practices: Power, Discourse, and Gender in Contemporary Social 
Theory (Minneapolis: University of Minnesota Press, 1989), 21.
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to bring discussions to an end in a field of study that is still very much 
under-developed.
The discussion so far has articulated the question of the cultural agency of 
Chinese garden history and indicated the significance of studying Yuan ye in 
terms of the relation between language and the transmission of knowledge in 
the history of Chinese gardens for addressing this wider question of cultural 
agency. An attempt to displace the (common) cognitivist frame of reading 
Yuan ye in favour of a mode of attention that focussed on the gestural and 
performative aspects of the treatise was proposed as an avenue that would 
assist readers in testing the ability of the treatise to address a present as a 
classic text. The location of such an attempt—“the work which is the 
process of its effectuation”151—has not been taken for granted. On the 
contrary, the problem of making a setting for such an attempt has been taken 
up in an elaborate way. Instead of proposing that this work would be 
developed in terms of the paradigmatic locatedness of one or another 
discipline (architecture, landscape architecture, Sinology, comparative 
philosophy), or instead of proposing that this work would be developed by 
subverting an existing scholarly position (for instance, a critique of the 
aestheticization of gardens as a mask for conspicuous consumption), we 
have proposed an interdisciplinary “nowhere” that might be articulated in 
the midst of the existing disciplines and approaches by exercising “a lateral
151 Andrew Benjamin, The Plural Event: Descartes, Hegel, Heidegger (London: Routledge, 
1993), t.
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orientation along a plane, a dimensional movement that comes out from the 
intervals or in-between spaces of territories.”152
Thus, in response to the question “Where does one begin?”, there has been 
articulated two implicit questions that the foregoing discussion has pursued 
silently: “Instead of the ready-made places where one might start, ‘what are 
the “other places” of which we are still capable and toward which we are 
already imperceptibly moving? . . .  What have we not yet realized is
i  n
possible for us to do?’” In contra-distinction to the common situation in 
which the work or contribution follows an initial statement of problems, the 
present work has not simply attempted to start where its predecessors have 
been located. Rather, the aim here has been the articulation of a new 
beginning in a virtual “nowhere” in the midst of one’s “predecessors,” now 
construed in a wide sense of interdisciplinarity.
It is now possible to indicate a number of homologous considerations 
concerning Yuan ye and the present thesis. In a recent discussion of the 
Zhuangzi Wu Kuang-ming distinguished two sorts of communication: 
“conveyance of message,” for which “exactitude and totality of conveyance 
make up the ideal,” on the one hand, and “evocation of experience,” here 
concerned with “the depth of experiential transformation and 
enlightenment,” on the other.154 Borrowing the terms of his discussion, the 
purpose of the present study is to consider Yuan ye in terms of the latter kind
152 John Rajchman, “Anywhere and Nowhere,” in Anywhere, ed. Cynthia C. Davidson (New 
York, Rizzoli, 1992), 232.
153 Ibid., 233.
154 Wu, ChuangTzu, 31-32.
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of communication. Here, the focus is not so much on what the treatise 
effects in terms of an increase of informative knowledge, but in terms of its 
ability to stimulate “a realization of a new situation.”155 The proposal here 
is that the pedagogical function of the treatise depends not so much on its 
informational aspects as on its evocative function. In a similar manner, the 
present thesis has both an informational or constative aspect and an 
evocative aspect. Contra Alison Hardie, it argues for a view of Yuan ye as 
something more than a cognitive transferral of information. At the same 
time, the present thesis does not undertake a systematic attempt to engage in 
a literal conveyance of Yuan ye 's message. Just as it will be argued that 
Yuan ye 's evocative pedagogical functioning is not to be assessed in terms 
of clarity, precision and completeness, the present thesis does not undertake 
a discussion that aims for a self-sufficient completeness. It asks to be 
judged for its effectiveness in contributing to “a realization of a new 
situation” in the reading of Yuan ye.
There is therefore an irreducibly evocative aspect of the present work. The 
point in beginning in the manner undertaken here is not so that there is a 
firm, thorough, unequivocal, foundational and completed beginning from 
which new readings would develop. The purpose here is to stimulate a new 
relation of readers to the scene of reading by evoking the possibilities of a 
new setting for reading. If the present thesis offers any “instruction” on 
reading Yuan ye, its main object is not the formulation of a reproducible
t
mode of reading or a particular reading of the treatise that is systematic and 
compelling. Rather, its purpose is to urge a shift from “an exclusive
155 Ibid., 39.
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concern for the knowledge comprehended through verbal discourse to 
include the ‘lived’ relation to the “scene of instruction.”156 The present 
Introduction, through articulating a “nowhere” between the things said in 
different disciplines and contexts and appropriating it as a “now here”157 
from which further detailed reflections on aspects of Yuan ye might take 
place, has attempted to highlight some of the issues and possibilities 
involved in this shift.
When Zheng Yuanxun discussed the value of Yuan ye as a treatise dealing 
with an art with no fixed rules, he specifically situated the reading of the 
treatise as a moment opening onto the task of bian and tong, which are the 
intellectual operations that would render what will have been read as 
“instructive,” but for which there are no written instructions. In a similar 
manner, it might be appropriate to apply, to the present Introduction, the 
words with which Giorgio Agamben began his “Experientum Linguae,” the 
preface to his Infancy and History.
Every written work can be regarded as the prologue (or rather, 
the broken cast) of a work never penned, and destined to remain 
so, because later works, which in turn will be the prologues or 
the moulds for other absent works, represent only sketches or 
death masks. The absent work, although it is unplaceable in any 
precise chronology, thereby constitutes the written works as 
prolegomena or paralipomena of a non-existent text; or, in a 
more general sense, as parerga which find their true meaning 
only in the context of an illegible ergon. To take Montaigne’s 
fine image, these are the frieze of grotesques around an
156 Gregory Ulmer, Applied Grammatology: Post(e)-Pedagogy from Jacques Derrida to 
Joseph Beuys (Baltimore & London: Johns Hopkins University Press, 1985), 173.
1571 have taken this from Rajchman’s discussion of the “geophilosophy” of Gilles Deleuze 
in his “Anywhere and Nowhere,” 231.
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unpainted portrait, or, in the spirit of the pseudo-Platonic letter, 
the counterfeit of a book which cannot be written.158
158 Giorgio Agamben, Infancy and History: The Destruction o f  Experience, trans. Liz Heron 
(London: Verso, 1993), 3.
2. The Architectural Setting of Yuan ye
The Extant Yuan ye
We know of the contents of Yuan ye from two extant copies of the 
original Ming edition. The complete copy, in three volumes, is now in 
the collection of the Naikaku Bunko [Ml 3t j$, Tokyo.1 It contains a 
preface entitled “Ye xu” hqff by Ruan Dacheng (ca. 1587-
1646)2 and “Zi xu” È /T (Author’s preface) by Ji Cheng. The second 
extant copy, part of the Rare Books of the National Library of Beiping 
now held in the National Central Library, Taibei, is incomplete and 
consists of only the first two volumes of the work.3 The sole difference
1 Naikaku bunko kanseki bunrui mokuroku. Rev.ed. (Tokyo: Naikaku bunko, 1971), 272.
The overall dimensions of the work are 175 mm by 272 mm; the printed area of the folios 
measures 128 mm by 197 mm. The cover of the first volume bears a label showing the 
title Yuan ye. On the paste-down on the back of the front cover is printed in red 
characters, “From printing blocks held at the office of
Ruan at Anqing, re-engravings will be prosecuted.” The total area taken up by this is 
about 58 mm in diameter. Under this, there is a seal in red (42 mm by 40 mm) bearing 
the characters /Sip'^ISlSnC. There is no title page, instead 4 folios containing the “Ye 
xu” by Ruan Dacheng (and in his own hand), numbered consecutively and with a printed 
area measuring 128 mm by 197 mm, immediately begin the work. The running title 
“Yuan ye xu” □ □□  is printed over the folds of the four folios. The preface by Ruan is 
followed by the “Zi xu” or author’s preface, in two folios with eight columns of eighteen 
characters per page. A table of contents of juan 1 in two folios, printed in nine columns 
per page is followed by the contents of juan 1 in 56 folios, format 9 by 18. Volume Two, 
consisting of 79 folios, contains a table of contents for the volume in one folio, printed in 
nine columns, followed by text printed in the format 9 by 18. Volume Three consists of a 
table of contents in three folios with nine columns per page, and text in 50 folios, format 
9 by 18.
2 Arthur W. Hummel, ed., Eminent Chinese o f the Ch ’ing Period (1644-1912), 2 vols. 
(1943; Taipei: SMC Publishing Inc., 1991), 1:398-399. The main biographical study is 
Robert Crawford, “The Biography of Juan Ta-ch’eng,” Chinese Culture 6,2(March 
1965): 28-105. See also Qiu Yongyu, “Ruan Dacheng y a n j iu Jiaoxueyu yanjiu,
no. 12(June 1990): 161-176.
3 Guoli zhongyang tushuguan diancang Guoli Beiping tushuguan shanben shumu (Taibei: 
National Central Library, 1969), 114.
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between these volumes and their counterparts in the Naikaku Bunko is 
the addition of a preface by Zheng Yuanxun in five folios after the 
opening preface by Ruan. The complete Ming text of Yuan ye as it is 
known to us is therefore principally the Naikaku Bunko version 
supplemented by the Zheng preface from the Taibei copy.4
The most important 20th-century editions of Yuan ye are:
1932. [Min’guo 21st year]. Yuan ye. Beiping: Zhongguo yingzao
xueshe.
1981. Yuan ye zhu shi. Annotated edition by Chen Zhi. Beijing:
Zhongguo jianzhu gongye chubanshe.
1987. Yuan ye zhu shi. Revised annotated edition by Chen Zhi.
Beijing: Zhongguo jianzhu gongye chubanshe.
1993. Yuan ye quart shi. Annotated edition by Zhang Jiaji.
Taiyuan: Shanxi renmin chubanshe.
Of these four editions, the first two have been prepared without access to 
the original Ming printed edition, and contain errors in the text and in the 
illustrations. The 1987 and 1993 editions are invaluable for their 
annotations but both contain typographical errors and should be used 
with caution. Of the five complete and partial translations of Yuan ye 
into English and French,5 not one was collated against the original Ming 
printed edition.
4 For a detailed account of the history of the publication of Yuan ye, see Hashikawa Tokio, 
“Min Chi Wu-fou no ‘En’ya’ to sono teisho," in Kei Sei, En ’ya  (Tokyo: Watanabe 
shoten, 1970).
5 (1) Chi Cheng, Landscape Gardening. A Selected Portion Translated into English, by Yu 
Sen. Unpublished partial translation in the collection o f the Loeb Design Library at 
Harvard University. (2) Siren, Gardens o f China. (3) Stanislaus Fung, “The Refining of
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Considering the history of the twentieth-century transmission of Yuan ye, it 
is clear from the publishers and scholars involved in its various editions that 
the disciplines of architecture and forestry have provided the major contexts 
of its study.6 Architecture became a subject of formal academic instruction 
after the promulgation of the “Qinding xuetang zhangcheng” 
in 1902,7 but the distinction of landscape architecture from horticulture was 
not firmly established in Chinese academic institutions. The Chinese 
Institute of Landscape Architecture was not established until 1983.8 The 
history of these disciplines in twentieth-century China is very rarely studied 
and the following discussion will be concerned with how the discipline of
Gardens: A Study of Yuan ye," (Chinese IV Honours thesis, University of Sydney, 1984). 
(4) Hardie’s complete translation under the title The Craft o f Gardens, was published in 
1988. For reviews of this translation, see: M ichael Sullivan, Review of The Craft o f  
Gardens, trans. Alison Hardie, Times Literary Supplement, 19 May 1989, p.558; Jan 
Stuart, Review of The Craft o f Gardens, trans. Alison Hardie, Journal o f the Society o f 
Architectural Historians 49,2(June 1990): 213-214; Joe McDermot, Review o f The Craft 
o f Gardens byJi Cheng, trans. Alison Hardie, Garden History 18,1 (Spring 1990): 70-74; 
Sharon Crawford, Review of The Craft o f Gardens by Ji Cheng, trans. Alison Hardie, 
Journal o f Aesthetics and Art Criticism 47,3(Summer 1989): 299. Hardie used the 1981 
annotated edition as her copy text and thus inherited the problems with accuracy of text 
and illustrations catalogued in Cao Xun, “Yuan ye zhu shi yiyi juxi.” For critical 
comments on the 1981 edition, see also Zhao Yihe, “Dui Yuan ye zhu shi mouxie yiwen 
de shangque,” Xin jianzhu, 1985, no. 2, pp. 65-68. However, none of these reviewers 
noted the problems with the authority and accuracy of Hardie’s copy text first voiced by 
Cao. (5) Ji Cheng, Yuanye, le traité du jardin (1634), trans. Che Bing Chiu (Besançon: 
Les Éditions de l’Imprimeur, 1997). Chiu’s translation draws principally on Yuanye 
quan-shi and on the work of Cao Xun.
6 On the Zhongguo yingzao xueshe (Society for Research in Chinese Architecture, see 
Shan Shiyuan, “Zhongguo yingzao xueshe de huiyi,” Zhongguo keji shiliao 2(Oct. 1980): 
83-87; Zhang Yuhuan, “Zhongguo Yingzao xueshe huikan pingjie,” Zhongguo keji 
shiliao 8(1987): 37-40. On the history of the discipline of forestry in twentieth-century 
China, see the research agenda proposed by Wang Hechun, “Guanyu yianjiu Zhongguo 
linxue shi de guanjian,” Linxue wenji 1(1989): 257-260.
7 See Lai Delin, “Xiandai zhuyi jianzhu yu jindai Zhongguo,” Jianzhushi (Taibei), 1992, 
no.9, pp.45-48.
8 See Zhongguo da baikequanshu: jianzhu, yuanlin, chengshi guihua (Beijing & Shanghai: 
Zhongguo da baikequanshu chubanshe,, 1988), 521-523.
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architecture has contributed a setting to the reading of Yuan ye, and the 
problems that arise from it.
The order of traditional Chinese learning did not have categories for 
architecture or landscape architecture; the sources for the study of 
architectural design and landscape architectural design in traditional China 
are diverse and scattered across the traditional Chinese bibliographical 
categories. One of the innovations of twentieth-century scholars, in relating 
the modem disciplines of architecture to this body of material, is to render 
coherent the consideration of this disparate body of works within a modem 
disciplinary framework. In a move that has been overlooked in modem 
scholarship, and which bears comparison with theories of modernist 
autonomy articulated for painting and photography in the twentieth century,9 
the plurality of discourses in which gardens and garden-making have 
participated in traditional China was subordinated to a new unified and 
special domain of study, and the garden became a medium for the artistic 
subjectivity of garden designers. Two crucial considerations are involved 
here. First, the category yuan HI was related to the modem notions of type 
in architectural history so that every document that referred to this term 
becomes pertinent to the study of Chinese gardens. Second, the move to 
construct a category or document corresponding to the category of yuan is 
paralleled by a new construal of the knowing subject, “the garden designer,” 
the person who exercises this body of knowledge. The elevation of Yuan ye
9 See Douglas Crimp, “The Museum’s Old/The Library’s New Subject,” in The Contest o f  
Meaning: Critical Histories o f Photography, ed. Richard Bolton (Camb., Mass.: MIT 
Press, 1989), 6.
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as a classic in modem times—the way it has been privileged over other 
sources10—can be seen as a consequence of the fact that the borders of its 
discourse, the fact that it was written by a person who made a living by 
designing gardens and proposed a central role for the master designer, make 
it most assimilable to the framework of modem disciplinary assumptions.
Yuan
■ Objective Definitions. The category of yuan has featured in two main 
contexts of discussion in twentieth-century scholarship. The first of these is 
represented by Chen Zhi’s writings on various Chinese terms relating to 
gardens.11 Chen’s purpose has been to argue that the terminology indicates 
to us an appropriate Chinese name for the discipline of landscape 
architecture and his work is related to what Japanese scholars have been 
doing when they proposed Yuan ye as the source of the Chinese term for the 
discipline of landscape architecture.
While Chen’s work is oriented towards relating the meanings of terms and 
the scope of a discipline, there is a second scholarly context where the 
question of yuan and its meanings is raised. The work of the Taiwanese 
scholar, Hou Naihui offers a particularly well-focused example of a
10 A list o f the most pertinent of these can be found in Chen Zhi’s preface to Wen 
Zhenheng, Zhang wu zhi jiao zhu (N.p.: Jiangsu kexue jishu chubanshe, 1984), 2.
11 Chen Zhi, “Zaoyuan ciyi de ch a n sh u Jianzliu lishiyu lilun 2(1981): 108-115; idem, 
“‘Zaoyuan’ yu ‘yuanlin’ zhengming lun,” in Chen Zhi zaoyuan wenji, 231-238. Chen’s 
work can be seen as the elaboration o f Oka Öji’s account of terms of gardens in 
Zhongguo gongyuan yuanlin shikao, trans. Chang Yingsheng (Beijing: Nongye 
chubanshe, 1988), 8-12.
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discussion concerned with relating the meanings of terms and the scope of a 
particular study.12 In her study of gardens in Tang poetry, she observes that 
more than one term was used in referring to gardens and she proposes to 
subsume these disparate terms under the more general term of yuanlin 
so that there is a general domain of study delimited for her work. Here the 
task of scholarship is conceived of as the delimitation of a body of primary 
sources united by a common historical object of reference.
Between the work of Chen and Hou lies that of Zhang Jiaji 'jiliCH, who has 
written a study of the term yuanlin.13 In Zhang’s work, the disparate 
examples and views of scholars and accounts of the primary sources are 
related to each other in such a way as to provide a highly general definition: 
“Gardens take natural landscape as their primary theme and employ 
architecture, plants and flowers, water and rocks as the material means for 
its representation. Within a limited space is created an unlimited visual 
field; they are environments with a high degree of naturalness.”14
There is as yet no scholarly agreement about the merits of various attempts 
at definition. The approach of the three scholars discussed above to the 
primary sources has been to seek a commonality in the literal reference of 
these sources and thereby to establish a stable realm of reference for the 
terminology of the field of study. What is involved here is not just the 
matter of definition but perhaps also one of cognitive autonomy. The
12 Hou Naihui, Shiqingyu youjing: Tangdai wenren de yuanlin shenghuo (Taibei: Donghai, 
1991), 5-12.
13 Zhang, Zhongguo zaoyuan lun, 11-28.
14 Ibid., 28.
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autonomy of a discipline “presupposes a field that is self-contained, subject 
to its own laws, to principles or rules that are in essence independent of all 
that surrounds them, of all they are not. In line with this ideal of cognitive 
autonomy, the ideal and initiating concern of the established branches of 
learning has been to stake out territories and to secure borders.” 15 The 
various attempts at articulating a definition for the terms yuan and yuanlin 
can therefore be seen as part of an attempt to secure the cognitive autonomy 
of the discipline of architecture in relation to traditional Chinese materials. 
By identifying the unequivocal meaning of the term, based on an 
understanding of its literal reference, modem scholarship establishes a 
domain over which it can claim a special mastery.
In a discussion of literalism and metaphor, David L. Hall has made a 
criticism of the literalist understanding which may be seen to be at the basis 
of scholarly interest in the definition of the term yuan. He writes
The literalist sense finds the meaningfulness of experience in the 
facticity in some (or all) events in nature. Whatever is held to be 
nonfactual in the sense of being neither fact nor immediately 
derivable from fact is thought to be meaningless. .. . The 
principal characteristics of facts as given are . . .  ‘clarity and 
distinctness,’ which characteristics presumably guarantee 
certainty. . . .  The literalist sense expresses itself as a 
discriminating attitude that promotes the understanding of 
isolated and autonomous data involving a relative detachment 
from coherent theories of the way of things.
The obvious criticism to make of the literalist sense of the world 
is that it can be sustained only if the constitutive character of 
those contexts which provide the meaningfulness of the facts
15 Samuel Weber, Institution and Interpretation. Theory and History of Literature, vol. 31 
(Minneapolis: University of Minnesota Press, 1987), x.
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entertained in this mode is ignored. Informal contexts, such as 
those promoted by the language, customs, institutions, and 
value-orientations of a given culture as well as more formal 
contexts, such as ‘the scientific community’ with its 
conventionalised language, serve as stipulative contexts 
permitting the assumption of the univocity of at least some data.
However we speak of facticity, the fundamental situation 
remains the same: theories, as informally or formally articulated 
visions of the way things are, serve as the stipulative contexts 
within which facts or data are found to be literally the case. 
Furthermore, the relative fluidity of language in its ordinary 
form prevents the propositional statement of a fact from 
maintaining its univocity under conditions of careful scrutiny. 
The literalist sense, which seems to be the basis of common- 
sense understandings of the world may serve as the motivating 
factor in the development of theories since they attempt to 
overcome the fluidity of language and thus to pin facts down 
requires some resort to more formal contexts of stipulation.16
Considered in the light of these remarks, the discussions of Chinese terms 
such as yuan and yuanlin in the works of Chen, Hou and Zhang can be seen 
as attempts to overcome the fluidity of traditional language, to pin the facts 
down and to establish more formal contexts of stipulation.
Formalised facts are found to be fluid with regard to their meanings, Hall 
says, in two principal ways: First, “the propositions which house them are 
found to grow in meaning through time.”17 A definition such as the one 
proposed by Zhang Jiaji is so general that it could not come to grips with the 
historical changes which inevitably did occur. It is also of limited value in
16 Hall, Eros and Irony, 152-153. 
,7 Ibid., 153.
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enabling us to distinguish “Chinese” gardens from other notions of gardens.
Second, because of
the existence of alternative, often incompatible theories with the 
same subject matters, we must assume that the inter-theoretical 
communication takes place in part because the putatively 
common terminology may be presumed to be common only in 
the sense that there are overlapping significances involved. That 
is, at least some of the meanings associated with the term in one 
theory may be naively held to be attached to that term in the 
alternative theory. In this sense, the fluidity and ambiguity of 
language is recognised in the fact that the broad range of 
significances associated with a given term permit incompatible 
and even contradictory significances depending on the character 
of the alternative contexts within which the meaning of the term 
is stipulated. The existence of alternative cultures frustrates the 
literalist in his search for univocal data, fated to defend the most 
important of facts by appeal to dogmas which themselves 
require protection within formal theories found to conflict with 
other theoretical understandings, the literalist is forced to 
cultivate narrowness, defensiveness and blindness as a way of 
life.18
This second way in which facts are found to be fluid in meaning underwrites 
the possibility whereby twentieth-century scholars have been able to propose 
the definitional exercises under discussion here. The following discussion 
will propose that there are different contexts of communication in traditional 
and modem discussions of “gardens” and “garden designers” and that the 
overlapping significances of the terms when used in these different contexts 
have rendered the apparent univocality of definitions superficially plausible. 
Chinese terms such as yuan and yuanlin have different significances which 
to some degree overlap with those proposed and set into circulation by the
18 Ibid. ,  153-155.
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modem definitional exercises and the traditional usages which will be 
discussed below.
The following discussion will consider two traditional contexts of the usage 
of yuan as a category, exemplified by Zhong Xing’s remarks on “splendid 
realms” in his miscellaneous collection, Zhong Baijing xiansheng miji shiwu 
zhong I ,  and the entry on gardens in the Gu jin he bi
shi lei bei yao (Compendium of Things from the Past
and Present Organized by Functional Similarity, 1257), a Song 
encyclopaedia by Xie Weixin .V)
■ Two Salient Examples. In Zhong Xing’s writing on “splendid realms,” a 
fine piece included in Zhou Zuoren’s anthology of Mingxiao pin ^hrm,20 
thirteen types of “splendid realms” are discussed in separate categories: 
peaks, mountain ranges, cliffs, caves, lakes, creeks, springs, waterfalls, 
gardens, towers, studios, ponds and fences. Under each category is 
presented a series of desiderata, the desired qualities in truly splendid 
examples, and the things and situations for which they are specially suited.
The list appears to be quite ordinary at first glance. Certainly when 
compared with the “Chinese” classification of animals cited by Borges and
19 Photo-lithographic reprint of Ming ed., preface dated 1628, (Beijing: Zhongguo shudian, 
n.d.), volume 6, 15.9a-13b. (Hereafter cited as Mi ji). Xie Weixin, Gu jin he bi shi lei bei 
yao, photo-lithographic reprint of Ming edition, preface dated 1628, (Beijing: Zhongguo 
shudian, n.d.) v.6, 15:9a- 13b. Xie Weixin, Gu jin he bi shi lei bi yao, 3 vols., Si ku lei 
shu cong kan (Shanghai: Shanghai guji chubaneshe, 1992), section on imperial gardens,
3: 127-130; section on domestic gardens, 3: 131-136.
20 Mingren xiaopin j i  (reprint, Taibei: Jinfeng chuban youxian gongsi, 1987), 245-246.
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9 1 « • • •Foucault, with categories such as “frenzied,” “innumerable,” “stray dogs,” 
“embalmed,” and “included in the present classification,” Zhong’s list seems 
quite tame. On closer examination, the presence of fences as a category in 
Zhong’s list might appear somewhat quirky. Seen in relation to other 
categories such as gardens, springs, and mountain ranges, the range of scale 
represented on the list becomes apparent. What is the nature of the space of 
classification that can accommodate this disparity of scale and allows man­
made and natural categories to appear together? This space of classification 
appears to be irregular.
The categories of Zhong Xing’s list might appear less heterogeneous if it 
were read as a discussion of splendid realms rather than as a typology of 
physical sites. Certain regularities can then be seen to traverse all of the 
categories. Each category accommodates and organizes two types of 
statement: on the one hand, specifications of the intrinsic qualities that 
distinguishes “splendid” from other “unremarkable” realms (“Peaks that rise 
gracefully and soar into the heavens are fine”22); on the other hand, the 
conjunctions and conjunctures of space, time and things that might 
characterize a splendid realm. Thus fences are said to be “suited to the 
crowing of cocks and the barking of dogs ... to plum blossoms in the 
snow ... to leaning on a railing in search of a verse.”23 Things apt for fine 
gardens include the nocturnal croaking of frogs, thatched huts scattered
21 See Michel Foucault, The Order o f Things: An Archaeology o f the Human Sciences 
(London: Tavistock Publications, 1970), xv.
22 M iji, 15:9a.
23 Ibid., 15:13b.
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about, and strange foraminate rocks with lichen growing on their 
undersides.24
The same gaze of appreciation is applied to all categories without 
distinction. The considerations pertaining to fine gardens are not different 
in kind from the statements appearing under other categories. Here it is 
important to note that the statements are all equivocal. They do not function 
as differentia and do not provide objective attributes by which “splendid 
realms” might be recognized. A dog barking near a fence does not 
guarantee a site’s splendour. Rude croaking frogs in the garden might be a 
nuisance. The detached, objective, universal observer assumed by European 
botanical taxonomy and modem science generally is absent here. The 
consonance of qing fit and jing  jff;, sentiment and scenery, that marks the 
perfect act of appreciation in traditional terms, confounds modem categories 
of subjective and objective observation.
In the Gu jin he bi shi lei bi yao (Compendium of Things from the Past and 
Present Organized by Functional Similarity,), compiled by Xie Weixin, 
there is a section headed yuan pu ® [H. It begins with a short text discussing 
the pleasures of gardening in a way that is discursive rather than objective 
and definitional—it compares the benefits and rewards of having a garden to 
the happiness offered by Confucianism as a way of life. This is followed by 
a section called shi lei “kinds of events.” Here, we are given a whole 
series of notable historical events referred to by commonplaces. Then
24 Ibid., 15:1 lb-12a.
25 Xie Weixin, Gu jin he bi shi lei bei yao (Shanghai), 3: 131-136.
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follows a whole series of famous essays relating to gardens. The final 
section is devoted to quotations from Chinese poetry. A profusion of 
historical particulars and of literary works are cited, but without the 
abstraction and the generalising found in the modem scholarly works 
discussed above. The encyclopaedia gives examples without abstract, 
objective definitions and in this regard it shares a similar orientation with 
Zhong Xing’s discussion of “splendid realms.”
■ Category, Analogy, Singularity. The contrast between modem scholarly 
definitions and the traditional uses of the category yuan can be sharpened 
with reference to Roger Ames’s discussion of categories and objectivity.
“In what came to be the dominant Western world view, categories were 
constituted analytically by an assumed formal and essential identity.”26 By 
contrast,
In the dominant Chinese worldview, categories {lei) are not 
constituted by “essences” but by analogy. One thing is 
associated with another by virtue of the contrastive and 
hierarchical relations that sets it off from other things. This 
particular human being evokes an association with other similar 
creatures in contrast with other less similar things, and hence 
gathers around itself a collection of analogous particulars as a 
general category. “This” evokes “that,” one evokes many.
Coherence in this world is not so much analytic or formally 
abstract. Rather it tends to be synthetic and constitutive—the 
pattern of continuities that lead from one particular phenomenon 
to some association with others.
In the place of a formally abstract definition, what Zhong Xing offers is the 
pattern of continuities that brings together associated phenomena. It is
26 Ames, “Introduction,” in Sun Tzu, 52.
27 Ibid., 52-53.
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“integrative” or “synthetic” rather than “analytical.” The encyclopaedic 
entry gives, and helps maintain as a collection of analogous particulars, the 
evocations of the term yuan by citing literary commonplaces and famous 
works without an abstractive purpose.
With the distinction between reality and appearance in the “two-world” 
order of classic Greek thought, truth is aligned with objectivity, “the 
possibility of standing outside and taking a wholly external view of 
things.”28
Objectivity allows a decontextualization of things as “objects” in 
the world. By contrast, in the “this-world” of classical China, 
instead of starting abstractly from some underlying, unifying and 
originating principle, we begin from our own specific place 
within the world. Without objectivity, “objects” dissolve into 
the flux and flow and existence becomes a continuous 
uninterrupted process. . .. Form is not some permanent structure 
to be discovered behind a changing process, but a perceived 
intelligibility and continuity that can be mapped within the 
dynamic process itself. Spatial fonns—or “things”—are
90temporal flows.”"
In Zhong Xing’s account of yuan, the “object” of discussion dissolves into 
the flux and flow of existence. Gardens are discussed in terms of 
conjunctions and conjunctures, as congeries of events. Gardens are part of
TOan order of “contrastive ‘thises’ and ‘thats.’” In a world where “each and 
every person or thing or event in the field of existence is perceived from 
some position or other, and hence is continuous with the position that
28 Ibid., 50.
29 Ibid., 50 and 55.
30 Ibid., 51.
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entertains it, each thing is related to and a condition of every other.”31 
Hence the discussion of each “splendid realm” entertains it in relation to 
other things and human activities. The garden is not a distinct object but 
figured as part of a flux and flow of an uninterrupted process. In terms of 
the built environment, this non-objective attitude can be correlated to the 
endless cycle of building and re-building that F. W. Mote and Pierre 
Ryckmans have both noted as a distinguishing characteristic of traditional 
China.32
The emphasis on particularity instead of formal abstraction finds different 
manifestations. Zhong Xing’s general discussion should be contextualized 
by the citation of particular literary works in the encyclopaedic entry. The 
dominant form of the Chinese discussion of gardens remains the discussion 
of particular gardens. The memory of the particularity of individual gardens 
extends to the literary works that record them. Commonplaces help sustain 
a collective imagination focused on particulars; allusions in subsequent 
discourse establish analogical relations between particulars. Thus, even 
when a writer such as Zhong Xing writes about yuan as a general category, 
his discursive context should be clearly distinguished from the analytical 
abstractions of modem scholarship exemplarized by Hou and Zhang.
32 Frederick W. Mote, “A Millennium o f Chinese Urban History: Form, Time, and Space 
Concepts in Soochow,” Rice University Studies 59,4(Fall 1973): 35-65; Pierre 
Ryckmans, “The Chinese Attitude Towards the Past,” The 47th George Ernest Morrison 
Lecture in Ethnology, 1986. (Canberra: The Australian National University, 1986).
86
Each garden remembered in the Chinese tradition is remembered not as a 
member of a class (in the sense of set theory), because there is no attempt to 
articulate their abstract commonalities. The memory of Chinese gardens is 
distinguished by their memory as singularities. Here, Giorgio Agamben’s 
notion of “whatever being” is particularly pertinent. “Whatever” does not 
mean “being, it does not matter which,” but “being such that it always 
matters.”
The Whatever in question here relates to singularity not in its 
indifference with respect to a common property ... but only in 
its being such as it is. Singularity is thus freed from the false 
dilemma that obliges knowledge to choose between the 
ineffability of the individual and the intelligibility of the 
universal. The intelligible... is neither a universal nor a 
universal included in a series, but rather “singularity insofar as it 
is whatever singularity.” In this conception such-and-such being 
is reclaimed from its having “this or that” property, which 
identifies it as belonging to this or that set, to this or that class... 
and it is reclaimed not for another class nor for the simple 
generic absence of any belonging, but for its being -such, for 
belonging itself. Thus being -such, which remains constantly 
hidden in the condition of belonging ... and which is in no way a 
real predicate, comes to light itself: The singularity exposed as 
such is whatever you want, that is, lovable.33
The Chinese preoccupation with the exemplary gardens, the gardens which 
are singular and which are cited and re-cited, is not directed toward one or 
other property of these gardens, “but neither does it neglect the particular 
properties in favour of an incipit generality;”34 after all it preserves the 
memory of particular gardens and events. Rather, these beloved gardens are 
remembered with all their predicates, their being such as they were. This
33 Giorgio Agamben, The Coming Community, trans. Michael Hardt. Theory out of 
Bounds, vol. 1 (Minneapolis: University o f Minnesota Press, 1993), 1.
34 Ibid., 2.
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“being such as they were” needs to be distinguished from the modem 
attitude that considers the reality of a garden solely in terms of its 
physicality and objecthood situated in the context of literature, philosophy, 
economics, politics and history, such that any act of writing is founded in 
that reality. According to this modem attitude, the history of Chinese 
gardens is to be conceived as a history of the literal referent of terms such as 
yuan. Since the vast majority of Chinese gardens survive on paper only, it 
appears that this situation is just that discussed by Stephen Owen recently, 
where “the form of survival becomes the content of what survives.” Seen 
in this light, the study of Chinese texts on gardens would not be one thing, 
and the study of Chinese gardens another. Literature and garden history 
assume an intimate and intricate relationship.
■ Figurations: Yuan and ye. The following discussion will offer an 
exploration of the relationship between garden history and literature by 
attempting an explication of the title of Yuan ye. Ye means literally 
“smelting,” and this has posed a significant problem to translators. Since 
smelting is not commonly associated with garden design, translators have 
read the term loosely as “building” or “craft.” Rather than proposing a 
single word in English as the translation of ye, the following discussion will 
proceed by articulating three significant aspects of the cultural resonances of 
the term. First, ye has the common meaning of something attractive and 
alluring.
35 Stephen Owen, Remembrances: the Experience of the Past in Classical Chinese 
Literature (Camb., Mass. & London: Harvard University Press, 1986), 19.
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Second, ye refers to smelting, a technical process involved in the production 
of ritual bronzes, the earliest form of figurative art in China. Smelting can 
thus be seen as the most prestigious and archaic form of imaging. The 
nature of this imaging can be specified with reference to the work of Ames 
as follows:
In our tradition, image in the vernacular combines the notions of 
perception and imagination, where the mimetic, representative, 
figurative, and Active connotations of image are derived from 
the ontological disparity between a transcendentally “real” world 
and the concrete world of experience. The absence of such 
ontological disparity in the Confucian model will mean that the 
image is the presentation rather than the representation of a 
configured world at concrete, literal, and historical levels.36
Garden design, writing and smelting are all forms of human patterning
which is one body with natural patterning. Following Willard Peterson’s
translation of imaging as figuring,37 we arrive at The Figuration o f Gardens
as a possible translation of Yuan ye. The book itself consists of parallel
prose, four-six prose. The neglect of the treatise’s literary aspects has its
conceptual basis in classical Western epistemology, according to which
“language is not reality, but is an instrument for capturing and explaining
what is univocal and essential about it.”38 In the absence of an ontological
disparity between reality and appearance, Chinese words, as articulation of
images, “do not identify and describe an independent reality, but inscribe it
and participate in it. . . . It is only by following the inscription—the image,
the words, the path—that one comes to know the world.”39 The patterning
36 Ames, “Meaning as Imaging,” 228.
37 Willard J. Peterson, “Making Connections: ‘Commentary on the Attached 
Verbalizations’ o f the Book o f Change," Harvard Journal o f  Asiatic Studies 42,l(June 
1982): 81-82.
38 Ames, “Meaning as Imaging,” 230.
39 Ibid., 231.
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of Yuan ye as a textual artefact can therefore be considered as the inscription 
of the patterning involved in the figuring of gardens.40
In a world in which imaging is not the picturing of unchanging essence but 
the tracing out of “effective correlations among interdependent details . . . 
the ‘compositioning’ of particulars in the process of imaging is the 
functional equivalent of conceptual ‘judgements.’ It would seem that the 
operative difference between image and concept in Confucius could be more 
clearly construed culturally and historically where authoritative images 
gradually lose their specificity and detail in the process of appropriating 
them from one concrete situation and applying them analogously to 
another.”41 Considered in this light, the literary figuration of Yuan ye in 
parallel prose, and the absence of strictly conceptual and dialectical 
arguments in the treatise, would indicate that the correlation of literary 
imagery might be fruitfully considered as exercising an important function.
Third, while the link between “smelting” and “figuration” points us to the 
relationship between garden-making and other forms of imaging, the literal 
sense of “smelting” also refers us to a discussion in the Yi jing, in which the 
operation of the dao is discussed as a “bellowing.”42 This has the effect of 
constraining the more metaphorical reading of ye offered above and helps 
underscore the idea that human imaging is one body with natural imaging.
40 This will be the topic of the following chapter in which the work of Stephen Owen will 
be appropriated to highlight the literary patterning of the treatise in relation to the 
patterning of the world.
41 Ames, “Meaning as Imaging,” 232-233.
42 See Wang Bi, Wang Bi j i  (Beijing: Zhonghua shuju, 1980), 2: 542. I am indebted to 
Wang YI of the Chinese Academy of Social Sciences for bringing this to my attention.
90
In this context, yuan in the title of Yuan ye does not refer to a discrete or 
denumerable class or set “whose members can be picked out one by one;”43 
it is not a category in the Aristotelian sense of having an unchanging 
essence. Yuan refers principally to the relatively small number of gardens 
that have been cited and re-cited in the tradition. Yuan ye participates in and 
extends this tradition of citation and re-citation by drawing on a tradition of 
writing about particular gardens and applying them analogously to construct 
a new discursive space. The category of yuan is not to be defined with 
reference to quiddity, but to the whole practice of citation and re-citation. It 
is to be considered in terms of the “And” of “disparate aggregation” and not 
the “Is” of classical “attribution or identity.”44
Garden Designers
The foregoing discussion has highlighted some salient differences in the 
ways the term yuan has been discussed in some traditional sources and in 
modem scholarship. The following discussion will present a similar 
argument with respect to the modem category of garden designers.
■  The Empty Space of Exemplary Names. The earliest attempts by 
modem Chinese scholars to define a list of traditional Chinese garden 
designers produced various series of proper names associated with gardens
43 John Rajchman, “On Not Being Any One,” in Anyone, ed. Cynthia. C. Davidson (New 
York: Rizzoli, 1991), 102.
44 Ibid., 103.
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in different ways. In one list, Chen Zhi discusses Wang Wei JE&fi (701- 
671),45 Bai Juyi (772-846),46 Li Deyu (787-849),47 Ni Zan
(1301-1374), Ji Cheng, Zhu Zhiyu, Li Yu and Yuan Mei 
(1716-1798).48 In a more extended list compiled by Zhu Qiqian and 
published by the Zhongguo yingzao xueshe (Society for Research in Chinese 
Architecture), thirty-four names from the Han to the Qing dynasty are
49given.
Three features of these lists are immediately apparent. First, there is a 
difference in focus between the lists: Chen’s list deals with “garden 
designers,” while Zhu’s list deals with those known for piling up rockeries. 
Second, the lists included people well known for their own gardens and for 
their cultural achievements or historical importance, as well as people who 
were known for their skills in the building of gardens for others. Third, the 
distinction between garden owner and garden designer, between those who 
made the physical garden and those who “made” its name and meanings, 
was not often clearly distinguished in pre-Ming writings. The “work” of 
Wang Wei or Bai Juyi in relation to their gardens is clearly not the same as
45 See Li Hao, Tangdaiyuanlin bieye kaolun (Xian: Xibei daxue chubanshe, 1996), 193.
46 His Thatched Hall on Mount Lu, constructed of plain unpainted timber and completed in 
817, is the most famous of his dwelling places. See Yang, Zongying, “Bai Juyi de 
yuanlin yishu,” Jiaoxueyu yanjiu, no.6(1984): 181-205; Zhang Shouqi, “Cong Bai Juyi 
shiwen kan Tangdai yuanlin zhiwu de zaipei he huli,” Nongshiyanjiu 3(1983): 162-167; 
Wang Duo, “Bai Juyi de yuanlin sixiang,” Zhongguo yuanlin, 1986, no. 1, pp.29-30; 
Cheng, Zhonghua yuanyi shi, 557-563.
47 His Pingquan estate outside Luoyang was completed around 825. The most important 
primary source are Li Deyu, “Pingquan shan ju jie zi sun ji,” in idem, Li Wenrao bie ji. 
Sibu congkan edition, vol. 5, 9: la-2a; and idem, “Pingquan shan ju cao mu ji” in ibid., 9: 
2a-3a. See Zhu Gui, Niu Sengru yanjiu (Taibei: Zhengzhong shuju, 1976), 226-237; 
Cheng, Zhonghua yuanyi shi, 563-568.
48 Chen Zhi, “Zhongguo zaoyuanjia kao,” Zoen zasshi 17: 60-64.
49 Zhu, Qiqian, ed. “Zhejiang lu,” Zhongguo yingzao xueshe huikan 4, 3-4, pp.247-249.
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Ji Cheng. The “garden designers” are situated differently in the traditional 
discourse on gardens: Wang Wei, Bai Juyi and Yuan Mei are among the 
most famous writers of the Chinese tradition, Li Deyu was a prime minister, 
Ni Zan was one of the most important painters of the Yuan dynasty; the 
status of Ji Cheng, for instance, known only for his design of gardens, is 
clearly quite different. Zhu Qiqian’s list named historical figures such as 
King Liang of the Han dynasty, Cao Pi of the Three Kingdoms period, as 
well as Bai Juyi and Ji Cheng. But both lists are clearly open-ended. The 
Song prime minister and historian, Sima Guang, for instance, has been 
omitted.50
Both lists are enumerative and can be read as disparate aggregations. But 
the fact that they do not offer general definitions of the qualities and role of 
a traditional garden designer should not divert our attention from the 
modem discursive contexts of these enumerations. Chen’s list inscribes 
eight proper names as historical subjects in the modem scholarly domain of 
landscape architecture, while Zhu’s list formed part of the first detailed 
study of historical figures in the history of Chinese building, published by a 
scholarly society with a technicist bent that pioneered the modem study of 
Chinese architecture. It is the modem contexts of these lists that explain the
50 Sima Guang (1019-1086). His Tu-lo yuan, Garden of Solitary Happiness, was
constructed in 1073. On Sima Guang’s garden, the most omportant primary sources are: 
Sima Guang, Wenguo Wenzheng Sima gung wenji, Sibu congkan edition, see esp. 66: 9a- 
1 Ob, 4:12a-13a, 14:9a, 14:1 lb ,14: 13b. See also Chen Zhi & Zhang Gongchi, eds., 
Zhongguo lidai mingyuanji xuanzhu, 24-28. For recent studies, see Cheng, Zhonghua 
yuanyi shi, 588-593; Robert E. Harrist, Jr., Painting and Private Life in Eleventh-century 
China: Mountain Villa by Li Gonglin (Princeton: Princeton University Press, 1998), 
Chapter 3; idem, “Site Names and Their Meanings in the Garden of Solitary Enjoyment,” 
Journal o f  Garden History 13,4(Oct.-Dec. 1993): 199-212. I am grateful to Craig Clunas 
for bringing this work to my attention.
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novel combination of the names of cultural authorities such as Wang Wei 
with those of traditional artisans and designers such as Ji Cheng. The 
compiling and appearance of these lists can therefore be read as the 
transvaluation of the names and authority of those traditionally associated 
with gardens as predecessors of a modem discipline, historical personages 
who are presented as possessing the special knowledges of garden design 
now located in the hands of modem professionals. It is the silent specificity 
of the modem contexts of Chen and Zhu’s lists that exercises the “Is” of 
attribution and identity and effects the silent subsumption of the historical 
particular “garden designers” into the universal framework of modem 
disciplines.
As examples of “garden designers,” or as exemplary “garden designers,” 
these proper names “communicate only in the empty space of the 
example”51 and not as members of a set. The traditional contexts in which 
the names of Wang Wei, or Li Deyu, or Bai Juyi, or Sima Guang were cited 
gathered them as singularities, disparately aggregated without attempts to 
articulate the common properties whereby their status as denumerable 
instances of the category “garden designers” might be warranted. These 
names are cited as examples in lieu of definitions. In the contexts where the 
logic of the exemplary is brought into play, “the example is characterized by 
the fact that it holds for all cases of the same type, and at the same time, it is 
included among these. It is one singularity among others, which, however, 
stands for each of them and serves for all. On the one hand, every example 
is treated in effect as a real particular case; but on the other, it remains
51 Agamben, The Coming Community, 11.
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understood that it cannot serve in its particularity”52 The citation of 
exemplary names in traditional Chinese writings on gardens gives them their 
exemplary being as a purely linguistic being. “Exemplary is what is not 
defined by any property, except by being-called.” These elaborations of 
singularity and exemplarity by Agamben enables us to consider Wang 
Siren’s TLlH i statement that “there is nothing to distinguish” the vegetable 
patch of Dong Zhongshu the twenty scenes of Wang Wei’s
Wangchuan Estate and the solitary tree in an empty court of Du Fu as the 
expropriation of the identity of their particular existence for their linguistic 
being as exemplars.54
The modem context of citing exemplary persons as garden designers in 
traditional China can now be seen to introduce a new cultural logic for the 
legitimization of a modem profession. By grouping names such as Ji Cheng 
(so-called professional designers) with those persons, such as Wang Wei, 
who are exemplary in a much wider cultural sense, modem scholars have 
elevated the status of Ji Cheng and his fellow garden designers, or one might 
say that they have relocated both types of personages onto a common level. 
Borrowing from Agamben’s work, this common level might be called the 
transvalued or revalued empty space of the exemplary.
52 Ibid., 9-10.
53 Ibid., 9.
54 Wang Siren, “Ming yuan yong xu,” in Bing xue xi. Guoxue zhenben wenku, ser. 1, no. 4. 
(Shanghai: Zhongyang shudian, 1935), 1: 3. In a related case o f Wang Shizhen’s 
anthology o f essays on gardens, according to his preface “Gu jin ming yuan shu bian xu,” 
in idem, Yanzhou shan ren xu gao, facsimile reprint of Chongzhen edition (Taibei: 
Wenhai chubanshe, 1970), 46: la-5a, the motivation for the anthology is not the 
illustration of an unchanging essence but the relative transience of gardens compared 
with natural landscapes.
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Traditionally, the citation of exemplary names in the context of the category 
“gardens”—for instance, in the context of an encyclopaedia—highlights a 
specific pertinent aspect of the rich lives of various people. Bai Juyi or 
Wang Wei would be cited in a lot of other cultural, literary and political 
contexts as well as in the context of gardens. There is no question that these 
culturally exemplary people are only remembered for gardens; they would 
be remembered for a number of other achievements. The unit of 
exemplarity is the whole life of the person; they were given a special status 
not only because of their garden-making. On the other hand, people like Ji 
Cheng are remembered solely as garden designers. This is a significant 
disparity. We should note also that people were sometimes remembered for 
their gardens not because they were particularly fine but because of the 
people related to these gardens: writings, gardens and persons were related 
in a close and intimate way. The modem relocation of these exemplary 
names enables us nowth to think of them in terms of a binary relationship 
between the “work” and its creator, but in a clearly reductive sense that 
excluded other dimensions of their accomplishments that are not directly 
related to garden making.
I would like to summarize the gist of the foregoing discussion in this 
Chapter in this way:
The history of editions of Yuan ye show clearly that the modem institutional 
setting of its transmission has been the disciplines of architecture and
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landscape architecture. Within these disciplinary contexts, various attempts 
have been made to stabilize the meaning of terms such as yuan and 
zaoyuanjia, which are crucial to the understanding of Yuan ye. The logic of 
these modem attempts can be contrasted with a different logic of 
classification exemplified in traditional Chinese sources. In the light of this 
contrast, it becomes apparent that Yuan ye can be understood in two ways: 
(1) as a treatise that belongs to a trans-historical domain of objects (yuan) 
dominated by the figure of a specific kind of person (zaoyuanjia) in a 
context of stabilized meanings for each term of discussion, or (2) as a 
treatise that belongs to a field of disparate aggregations without presumed 
trans-historical constants. By drawing on the work of Hall and Ames, I have 
tried to argue that the latter understanding is more appropriate.
In what follows, I shall attempt to develop a complementary case for 
understanding issues of professional authority. It is clear that the 
construction of cultural authority was the fundamental stakes involved in the 
creation of lists of garden designers by Chen Zhi and Zhu Qiqian. In a 
parallel way, the writing of Yuan ye by Ji Cheng can also be considered a 
claim for cultural authority. For the first time in Chinese history, someone 
who designs gardens for others sets down a specific understanding of his 
craft in a way that reinforces the importance of garden designers (those who 
can direct) over and above the authority of artisans. I shall argue that it is 
important to keep separate the issues of authority and professionalism and to 
avoid certain assumptions concerning the creativity of professionals in the 
case of Yuan ye.
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■ Auctoritas. In a study of Vitruvius and Alberti as architectural writers, 
Diane Favro offers a series of remarks on the authority of these writers that 
seem suggestive for the study of Yuan ye and Ji Cheng.55 When, at the end 
of his career as an architect, Vitruvius returned to Rome at the end of the 
first century B.C., he found that the social position of architects was 
relatively low. He wrote De Architectura to promote the status of architects. 
As Favro points out, enduring recognition for Roman individuals can be 
achieved by family status, education, skills and acquired authority, or 
auctoritas. Auctoritas meant influence, power and prestige and was gained 
by honourable deeds, and good character. Human individuals and inanimate 
objects could gain auctoritas, and the more auctoritas accrued to an 
individual, the more would this person be honoured and remembered. In 
Vitruvius’s time, mainly aristocratic clients and significant buildings were 
accorded auctoritas, and Vitruvius emphasized the importance of the 
architect relative to others involved in the building process and argued that 
the architect should be given auctoritas as well. Auctoritas would not 
accrue to architects on account of wealth, nor did it accrue because of the 
distinctiveness of design. The creation of great works brought auctoritas to 
the client, but not the architect. Architects were respected as writers of 
treatises or through association with famous patrons.
Favro’s remarks highlight the link between writing and the authority of 
designers. In a parallel way, Chen Zhi’s list of eight prominent names in 
Chinese garden history can be read as a list of writers. Ji Cheng was placed
55 Diane Favro, “Was Man the Measure?” in Architects' People, edited by Russell Elliss & 
Dana Cuff (New York: Oxford University Press, 1989).
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as a writer among seven other writers. In this respect there is a considerable 
difference between Chen Zhi’s list (promoting zaoyuanjia) and the one 
published by the Society for Research in Chinese Architecture (list of 
rockery designers). The latter included a substantial number of people who 
did not write anything, but whose activities were written about. Considered 
in this light, the writing of Yuan ye can be seen as making a bid for a right to 
be heard in the matter of Chinese gardens in a tradition that has been 
dominated by clients, visitors to gardens, and literary writers who have the 
auctoritas to comment and to make pronouncements, and by the owners of 
gardens, who were remembered for them. Through the act of writing, Ji 
Cheng was claiming the right to be heard, and to pronounce with authority 
on matters relating to gardens. Like Vitruvius, Ji Cheng emphasized the 
distinction between the designer and the craftsman.
Vitruvius’s bid for auctoritas did not produce a lasting effect for architects 
in general. In the European tradition, in later antiquity and the Middle Ages, 
people associate with the design of buildings were not generally 
remembered for their greatness. It was Alberti who produced a more 
decisive input in this regard. Alberti was the first to “differentiate the 
architect from the builder by virtue not of his specialized learning but of his 
possession of an intangible gift of the spirit.”56 As James Ackerman points 
out, this is the source of Pevsner’s well-known distinction between 
architecture and building: “a bicycle shed is not architecture but Lincoln
56 James Ackerman, “The History of Design and the Design of History,” Via 4(1980): 14.
Leon Battista Alberti, On the Art of Building in Ten Books, trans. Joseph Rykwert, Neil
Leach, Robert Tavemor (Camb., Mass.: MIT Press, 1988), 315.
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cathedral is.”57 Alberti defined the status of the person possessed of an 
‘intangible gift of spirit’ in terms of the concept of creativity. It is striking 
to note that, like Alberti, Ji Cheng was also a painter and was also 
acknowledged to be cultivated in the art of poetry. The status of the master 
designer was caught up with this notion of creativity and the individual. For 
Alberti too, writing was the mechanism in the gaining of auctoritas for 
creative individuals.58
■ Rituals and Persons. We can draw on Hall and Ames’ work to 
distinguish the European forms of the “individual” from a Confucian 
concept of the person. This distinction has a heuristic value for the reading 
for the first part of Yuan ye which is concerned with the importance of the 
master designer. Hall and Ames says that “the distinction between Western 
forms of individualism and the Confucian concept of the person or lies in 
the fact that difference is prized in Western societies as a mark of creativity 
and originality, while in China the goal of personality development involves 
the achievement of interdependence through the action of integrative 
emotions held in common among individuals.”59 On this account, Western 
forms of individualism emphasize morality as the obedient action in 
accordance with principles while Confucian concepts of personhood “stress 
the aesthetic character of ritualistic participation.”60
57 Ibid., 3.
58 Ibid.
59 Hall and Ames, Thinking Through Confucius, 23.
60 Ibid., 22.
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The crux of this distinction lies with the nature of rules. According to Hall 
and Ames, in historical (Western) cultures, rules tend to take the form of 
external ordering principles. They are guiding norms by which behaviour is 
measured and standardized. They are experienced in a relation of alienation, 
as something imposed from outside the individual. When embodied as 
tradition, rules are experienced as restricting the novel contribution of 
individuals. Rebels and idiosyncratic innovators would lead the way in 
breaking from tradition and introduce new developments.
In traditional cultures, rules are constitutive and immanent in the form of 
rituals; they constitute the person who performs rituals, and in doing so, 
personalizes the ritual action. In contrast with the prominence of rebels who 
break with tradition, traditional cultures “prize continuities as embodiments 
and elaborations of the thinking and action of the past.”61 Idiosyncratic 
emotions and actions that cannot be expressed through the forms of custom 
and tradition are rejected. “In Chinese philosophy, the mark of excellence is 
found in the manner in which the wisdom of the originating thinkers of the 
past is appropriated and made relevant by extension to one’s own place and 
time.”62
In the light of these remarks, it would appear that Ji Cheng, Vitruvius and 
Alberti share similar concerns with the right of designers to be heard, but the 
nature and manner in which the individual designer can make a contribution 
and gain recognition might be different. We can consider Hall and Ames’s
6' I b i d . ,  23.
62 I b i d . ,  2 3 -2 4 .
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point in relation to the novelty of Yuan ye by focussing on its eventual title 
and its original title, Yuan mu,63 Mu is “shepherding,” that is, simply to 
shepherd something already made. Ye (smelting) has a more active sense of 
making anew, not out of nothing, but in a sense, a making new. This 
newness can be contextualized in the terms of this discussion that Hall and 
Ames have offered. Although Yuan ye 's material is “new,” it is not new in 
the sense of the historical societies where rebels have a God-given right to 
innovate. Rebels are different and their individualism can be prized. On the 
contrary, the signification of the newness for which Yuan ye is prized might 
be read as embodiment and elaborations of the thinking and actions of the 
past. We can therefore read the heavily elusive language of the treatise as 
precisely that attempt to exercise anew all the words, phraseology and 
syntactical structures of the traditional mode of discussion of particular 
gardens, but now re-articulated to accommodate the new situation of 
communicating possibilities for future designs. This twisting of the 
language constitutes its newness, but this is not to be read in terms of an 
‘avant-garde’ type of discussion. In this sense, Yuan ye is a text that 
embodies the culmination of a tradition of learning, not in the sense that it 
marks the teleological end-point of a continuous linear development, but in 
the sense that it is a new embodiment of traditional views and actions.
In the similarity between Alberti and Ji Cheng, there is also the question of 
the social mobility of the designers. In both cases, it is true that the context 
of the writing is accompanied by the elevation in status of the designers.
The difference, however is that in the Ming Dynasty, builders, people who
63 YY2, 23.
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were supervising constructional workers became ministers of the Ministry of 
Works—a new practice of the Ming Dynasty. So there did not appear to 
have been this division that Alberti had introduced, between prizing a 
designer for design ability rather than for mere technical knowledge.64 The 
distinction that Ji Cheng makes between the common artisans and the 
master designers is not a distinction that is build upon the distinction 
between design ability on the one hand and technical ability on the other 
hand. The master designer is said to be knowledgeable in both.
The notion of individualism and the private and personal genius of the 
designer raised by Alberti leads to a notion where communal values became 
figured as something utopic.65 The designer sees beyond, out of the genius 
of his own soul and beyond the particular parameters of his own social 
context to propose something different. It would appear that Yuan ye did 
not portray this division between the creative “genius” and the immediate 
social milieu in this way.
■ Professionals. In a similar way, I would like to argue that references to Ji 
Cheng as a professional designer are misleading. In what follows, I would 
like to make a sharp distinction between concepts of professionalism on 
which the modem practice of architecture and landscape architecture are 
based and the case of master designers proposed in Yuan ye.
64 Ackerman, “The History of Design and the Design of History,” 15.
65 For the full elaboration of considerations relating to this point, see Françoise Choay, The 
Rule and the Model: On the Theory and Architecture and Urbanism, ed. Denise Bratton 
(Camb., Mass.: MIT Press, 1997).
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In an essay on the architectural profession and social responsibility,
Margaret Crawford points out that the concept of the architectural 
profession emerged in the nineteenth century. This was part of a much 
broader process of professionalization “in which an educated middle class 
increasingly established a monopoly of competence by claiming exclusive 
rights to previously unregulated activities.”66 This involved (1) the 
definition of a protected domain of professional services, (2) the assurance 
of economic advantage and social status for professionals, (3) the 
establishment of a special legal status for professionals, which is 
underpinned by (4) a standardized process of training and accreditation.
This Western understanding of the architectural profession was introduced 
to modem China and informs the context in which the study of Yuan ye has 
been promoted. It is easy to see how it was easy to assimilate this treatise to 
modem horizons of the professional as someone who combined aesthetic 
pursuits with technical expertise and so privilege a treatise like Yuan ye over 
and above Chinese literati writings. However, since it is clear that the four 
elements of the Western 19th-century understanding of a professions 
mentioned above were not evidenced in the Ming sources, I would argue 
against the unreflexive use of concepts of professionalism in the context of 
Yuan ye. The citation of exemplary garden designers in the list of 
zaoyuanjia is ironic in effect, since these names communicated in the empty 
space of exemplarity in traditional China and are brought to communion
66 Margaret Crawford, “Can Architects be Socially Responsible?” in Out o f  Site: A Social 
Criticism o f  Architecture, edited by Diane Ghirardo (Seattle: Bay Press, 1991), 28.
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only in this empty space, not by virtue of common essences or typical 
feature whereby each of them is ‘one of a kind.’ The irony is that, created 
through admixture of various kinds of names, this list has been being asked 
to serve as the historical foundation or antecedence of a professional identity 
in the twentieth century. At the constitutive moment of the identity of 
modem professional landscape architects, an admixture of heterogeneous 
elements was parlayed into a homogenous or unified identity.
In sum, I would argue that the traditional Chinese categories of yuan and 
zaoyuanjia are disparate aggregations of exemplary names, without the 
presumption of a logic of identity. Although the writing of Yuan ye may be 
understanding as a claim for auctoritas for designers of gardens, this is still 
some distance away from modern concepts of professional authority. In the 
next chapter, I shall discuss in detail the terms with which the importance of 
the master designer is articulated in Yuan ye.
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3. The Importance of the Master Designer
This Chapter is concerned with the analysis of key terms involved in Ji 
Cheng’s claim of auctoritas for garden designers. In the first part of this 
Chapter, I shall discuss selected key terms from the first chapter of Yuan 
ye, “Xing zao lun” (On Construction), that deal with the
importance of the master designer of gardens. In discussing individual 
key terms, the challenge is how, in the absence of univocal definitions in 
the original texts, to construe the key terms and their relationships with 
each other. The theoretical vantage point that I have adopted for reading 
these terms is the critique of subject-object dualism.
In the second part of Chapter Three, I shall turn to a passage in the final 
chapter of Yuan ye, “Jie jing” f s l  (Borrowing views). This chapter is 
devoted to one of the key terms from the “Xing zao lun”, jie  
(borrowing), which it declares to be the most important consideration in 
garden design. This chapter offers neither a definition of borrowing 
views nor a method for borrowing views; it comes across to casual 
readers as a poetic ramble. The challenge here is to find a pattern of 
sense in apparent chaos. I shall focus on the section of the chapter 
devoted to Spring and argue that the rhetorical features can be 
understood in terms of three hubs of consideration and in terms of a 
mode of thinking that Wu Kuang-ming has called “peripatetic”.
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Dualistic Comparisons
Augustin Berque’s comparison of the landscape traditions of China and the 
West might be open to the criticism that in contrasting the two traditions so 
sharply, he applies a dualistic view to a tradition which he argues did not 
entertain a dualistic cosmology. I propose now to outline a direction of 
thinking that an elaboration and refinement of Berque’s suggestive remarks 
might take by recourse to the recent works of Hall and Ames. Recent 
writings in architecture and landscape architecture have variously referred to 
dualisms, binary oppositions and bi-polarity in discussions of important 
aspects of Western philosophy. I would like to begin by establishing a 
slightly more formal context for the usage of this cluster of terms even 
though, for considerations of space, I will not be able to pursue the matter in 
a nuanced manner.
Dualism is a feature of a world-view characterised by an ex nihilo creation 
in which a fundamentally indeterminate and unconditioned power 
determines the meaning and order of the world.1 This primary dualism, in 
various forms, is the source of dualistic categories such as 
knowledge/opinion, universal/particular, nature/culture, cause/effect, which 
organized human experience. Knowledge has been conceived of as the 
discovery of the defining essence or form behind changing appearances. In 
architecture, this is related to the importance of “geometry and number, 
prototypes of the ideal, . . . their immutability contrasting with the fluid and
Roger T. Ames, “The Body in Classical Chinese Philosophy,“ in Self as Body in Asian 
Theory and Practice, ed. Thomas P. Kasulis, Roger T. Ames and Wimal Dissanayake 
(Albany, N.Y.: State University of New York Press, 1993), 159.
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changing reality of the sublunar world.”2 The Western conception of 
architectural and landscape design as the rational application of universal 
principles to particular sites and as the imitation of nature through the use of 
geometric and proportional principles is directly related to the predominance 
of such thought. It is also directly related to a view of architectural education 
as the reproductive transmission of such principles.
Polarism or bi-polarity, on the other hand, indicates a relationship of two 
terms each of which can only be explained by reference to the other. Unlike 
dualistic oppositions, each term in polar relation requires the other “as a 
necessary condition for being what they are.”3 But it is important to note 
that terms in polar relation with each other are not “dialectical.” Unlike 
dialectic relationships, polar ones are not involved in an oppositional play 
moving from contradiction, synthesis to sublation.4 In the Chinese tradition, 
yin and yang are not dualistic principles of light and dark, male and female, 
where each term would exclude its opposite, where each would “logically 
entail the other, and in their complementarity constitute a totality.”5 Rather, 
yin is becoming-ya/ig and vice versa. Further, yin and yang refer to the 
relationships of unique particulars and “expresses the mutuality, 
interdependence, diversity, and creative efficacy of the dynamic 
relationships that are deemed immanent in and valorise the world. . . .  In 
sum: yin and yang are ad hoc explanatory categories that report on
Alberto Perez-Gomez, Architecture and the Crisis o f Modern Science (Camb., Mass., 
1983), 8.
3 Ames, “The Body in Classical Chinese Philosophy,“ 159.
4 David L. Hall and Roger T. Ames, Anticipating China (Albany, N.Y., 1995), 129-130.
5 Ibid., 261.
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interactions among immediate concrete things of the world. . . . Important 
here is the primacy of particular differences and the absence of any assumed 
sameness or strict identity.”6 By contrast, dualistic oppositions such as 
nature/culture, or man/woman involve terms that indicate essential 
sameness. It is important to recognise, therefore, that dualism and polarism 
refer to different ways in which the relationships of binaries may be thought. 
The confusion of dualism and polarism would entail serious consequences 
in the reading of different sources. In the first part of this Chapter, I will 
offer a close reading of “Xing zao lun” with this distinction in mind.
I will begin the next step in our attempt to obviate a dualistic comparison of 
China and Europe, which Berque’s work might give rise to, by noting that 
thinking in terms of polar relations such as yin and yang is known as 
correlative thinking. Polar terms are related to “correlative” thinking, 
whereas dualisms are related to “causal” thinking. The latter involves 
understanding the world by tracing cause/effect relationships of radically 
unequal and “substantial” terms, while the former involves understanding 
the world in terms of correlated entities or processes of becoming each of 
which “does not derive its meaning and order from some transcendent 
source.”7 Correlative and causal thinking can be found in both the Chinese 
and the Anglo-European traditions.8 However, the former has been the 
dominant mode in the Chinese tradition, while the latter has been the 
dominant mode in the Western. This more complex characterisation of the
Ibid, 261-262.
Ames, “The Body in Classical Chinese Philosophy,“ 159. 
Hall & Ames, Anticipating China, 128.
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two traditions provides one of the qualifications that appears to be useful for 
construing the relationship of the two traditions in non-dualistic terms.
There are two further elaborations that would also be useful for this purpose. 
Although they lie in specialised philosophical territory, a line of thinking 
that involves them, it would seem, brings us close to the domain of 
architectural theory again. First, correlative thinking can be considered the 
basis of causal thinking if metaphors can be said to ground literal, scientific 
language. Since the state of philosophy and science offers us nothing more 
than a series of incompatible visions of the world which logic and rationality 
have not been able to synthesise, we are perforce left with a taxonomy of 
theories in terms of metaphilosophy.9 Thus any attempt to problematize the 
whole range of theories would entail a correlative mode of thinking. Now, 
as indicated above, correlative thinking construes relationships of 
particulars. A correlative understanding of the contrast between correlative 
and causal thinking would de-uni versali se, historicize and particularize both 
modes of thinking.10
Second, the linguist Jakobson is famous for speculating that metaphoric and 
metonymic operations form the universal basis of all language learning and 
use.11 When the noted structuralist anthropologist, Claude Lévi-Strauss, read 
Marcel Granef s La pensée chinoise, a Sinological milestone, he found that
9 Ibid., 137.
10 Ibid., 140-141.
11 Ibid., 126ff. We follow the discussion offered by Hall and Ames in this section of 
their work.
12 Marcel Granet, La pensée chinoise (Paris: Albin Michel, 1934).
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Granet’s discussion of correlative thinking in the Chinese mind could be 
related to Jakobson’s understanding of the universal structure of language. 
By recourse to Jakobson’s work, Lévi-Strauss formalised Granet’s 
articulation of correlativity in La pensée sauvage. Correlativity was thus 
introduced into recent Western discourse in a move that entailed the 
rationalisation and universalisation of a mode of thinking that construes 
relationships of particulars. Poststructuralist critiques of structuralism has 
focused on the ways in which causal thinking has slipped in the very move 
to highlight correlativity as the universal ground of thought and language. It 
appears that the encounter of Lévi-Strauss with the works of Jakobson and 
Granet is pivotal for a number of contexts:
In terms of the historical unfolding of philosophy in the Anglo-European 
tradition, the thinking about correlativity in the philosophical preoccupation 
with language marks the second important shift away from Enlightenment 
rationalism. First, a series of thinkers from Descartes to Hegel emphasised 
“the metaphor of ‘mind’ as the medium through which the world was to be 
accessed. Beginning with the existential critics of Hegel—principally . . . 
Kierkegaard, there was a shift away from ‘mind’ to ‘experience’ as the 
fundamental medium for world-access.”14 The moment of Lévi-Strauss and 
correlativity is part of the second transition from “experience” to “language” 
in recent decades.
13 Claude Lévi-Strauss, La pensée sauvage ( 1962); Eng. trans., The Savage Mind 
(Chicago: University of Chicago Press, 1966).
14 Hall & Ames, Anticipating China, 142.
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In terms of inter-cultural understanding between the Chinese and Anglo- 
European traditions, the structuralist recognition of correlative thinking as 
the basis of thought and language is highly significant, since correlative 
thinking has been the dominant mode of thinking of the Chinese tradition, 
but for the slippage of causal thinking into the moment of reckoning. In this 
regard, the poststructuralist critique o f structuralism still holds the potential 
to open up significant cross-cultural work. This is one way in which we 
might begin to understand the import of Hall’s remark that the cultural 
interests of the postmodern and the Chinese have significant resonances.
In terms of the development of architectural and landscape architectural 
theory, the philosophical discussion of language and correlativity is directly 
pertinence both to the discussion of architecture as language and to the 
ramifications of French poststructuralism in architecture. The matter of 
Lévi-Strauss and correlativity is therefore, by extension, one of considerable 
import. In issues of architecture and language, we can explore a very close 
relationship between the Chinese and the Anglo-European traditions. In the 
light of our comments on Lévi-Strauss and correlativity, it would appear that 
this relationship would not be appropriately explored by a simple adoption 
of Western semiotics, semiology, or structuralist hermeneutics, for the study 
of Chinese architecture and landscapes.15 The rationalist, universalist 
tendencies of causal thinking would need to be kept in abeyance if the 
resonance of aspects of Chinese and postmodern concerns in architecture 
and landscape architecture were to be explored.
15 Sun Quanwen and Wang Minghong, Zhongguo jianzhu kongjian yu xingshi zhi fuhao 
yiyi (Taibei: Mingwen yinshu guan, 1987).
112
Subject/Object
Without claiming to explore the nuances of terms from Yuan ye in full, my 
purpose here is to propose a reading that explores Chinese garden history as 
a cross-cultural mode of scholarship. The main focus is as follows: the 
traditional Western opposition of reality and appearance, also understood as 
a Platonic division of ideal and copy and a Cartesian division of mind and 
body, has its most significant articulation in the binary opposition of subject 
and object. In the fields of architecture and landscape architecture, we have 
the notion of architect-designer as a subject rationally designing a world of 
designed objects. In his discussion of the problems of the modem 
devastation of the environment, Berque points precisely to the absence, in 
traditional China, of “the subject/object opposition”16 which became the 
conceptual foundation of the modem world and its environmental 
devastation. If Yuan ye is indeed a classic that speaks not only to the world 
of 17th-century China, “but says something to the present as if it were said 
specially to it,”17 it might be fruitfully construed as a treatise that discussed 
garden design without recourse to the binary opposition of subject and 
object. I propose to articulate aspects of Yuan ye that might be fruitfully 
brought into relation with these concerns.
16 Berque, “Beyond the Modern Landscape,” 34. See also, the important work of 
Elizabeth K. Meyer, “The Expanded Field of Landscape Architecture,” in Ecological 
Design and Planning, ed. George F. Thompson and Frederick R. Steiner (New York: 
John Wiley & Sons, 1997), 45-79.
17 Gadamer, Truth and Method, 257.
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There are four key terms that I propose to discuss and these are introduced 
in the first chapter of Yuan ye as follows:
The skill [qiao Fj] of designing gardens lies in interdependence 
[yin @] and borrowing \jie fp] and their excellence \jing If]  
lies in their suitability [ti #§] and appropriateness [yiTÉ!].. . .  
“Interdependence” means following the rise and fall of the site 
\ji shi and investigating its proper disposition, pruning
the branches of obstructing trees, directing streams to flow over 
rocks so that they are mutually complementary [lit. borrowing 
and resourcing], erecting pavilions and kiosks where 
appropriate, not interfering with out-of-the-way paths, and 
letting them wind and turn: this is what is called “excellent and 
appropriate.” “Borrowing” means even though every garden 
distinguishes between inside and outside, in obtaining views 
there should be no restriction on whether they are far or near. A 
clear mountain peak rising up with elegance, a purple-green 
abode soaring into the sky—everything within one’s limit of 
vision—blocking out the commonplace, adopting the admirable, 
not distinguishing between cultivated and uncultivated land, 
making all into a misty scene: this is what is called being 
“skilful and suitable.”19
The initial relation of “skill” (qiao I7;) with “interdependence and 
borrowing” (yin fp) and “excellence” (jing I f )  with “suitability and
appropriateness” (ti f f  ,y i i±) in lines 1-2 suggests a reading of the first
18 On shi as “positional advantage,” see A.C. Graham, “A Chinese Approach to 
Philosophy of Value: Ho-kuan-tzu,” in idem, Unreason within Reason: Essays on the 
Outskirts o f Rationality (La. Salle, 1992), 125; John Makeham, “The Confucian Role 
of Names in Traditional Chinese Gardens,” Studies in the History o f  Gardens & 
Designed Landscapes 18,3(Autumn 1998): 187-210. On shi as strategic advantage, 
see Ames, “Introduction,” Sun-tzu: The Art o f Warfare, trans. Roger T. Ames (New 
York: Ballantine Books, 1993), 71-82; an excellent and detailed study is François 
Jullien, The Propensity o f Things: Towards a History o f Efficacy in China, trans. Janet 
Lloyd (New York: Zone Books, 1995). I am indebted to Prof. Craig Clunas for calling 
our attention to Jullien’s work.
19 YY2, 47-48; Zhang, Yuan ye quan shi, 162.
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three terms as those pertaining to the designer (subject) and the latter terms 
as those relating to the designed outcome (object). The subsequent unfolding 
o f  the passage, however, prevents a simple reading in terms o f  subject and 
object: jing  I f  (excellent) and yi S  (appropriate) are applied to yin 1*1 
(interdependence), while qiao I 7) (skilful) and ti Hfi (suitable) are used to 
characterise j ie  fs  (borrowing). This shifting relation o f  terms can be 
directly contrasted with the following words o f Repton: “ I confess that the 
great object o f  my ambition is not merely to produce a book o f  pictures, but 
to furnish some hints for establishing the fact that true taste in landscape 
gardening, as well as in the other polite arts, is not an accidental effect, 
operating on the outward senses, but an appeal to the understanding, which 
is to compare, to separate and to combine the various sources o f  pleasure 
derived from external objects and to trace them to some pre-existing causes 
in the human mind.”  Rep ton’s words implicitly emphasise the binary
dualisms o f  “ external object”  and “human mind,”  “ accidental effect”  and 
“ cause”  as intentional act. Thus, the human mind, in its rational 
understanding, causes there to be “ true taste”  in landscape gardening.
Repton makes a distinction between the contingency o f  “ outward senses,”  
aligned with “ accidental effects,”  and “ true taste”  which appeals to universal 
human understanding, aligned with a priori (pre-existing) causes in the 
human mind. W e see here a privileging o f  the universal, on the side o f  
subjective mind, over the external object.
In contrast to the fixed relation o f  subject to object and mind to matter that 
we find in Rep ton’s words, with its unity o f  opposites— “ true taste”—
20 Quoted in Corner, “A  Discourse on Theory I,”  71.
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marking the finality of understanding, we have the shifting relation of terms 
we have just noted in the quotation from Yuan ye. Here, the notions of skill 
and excellence both qualify the comportment of landscape, as in everything 
made “into a misty scene,” and the agency of following, pruning, directing, 
erecting. “Skill” and “excellence” slide between the agency of the designer 
and the land that is acted upon. We have here the elusive correlations which 
constitute interdependency. This sliding of meaning occurs between an 
interior, the designer’s mind, and an exterior, the site of the garden. We 
encounter this same sliding also in “Xiang di” (Assessing the Land), 
the second chapter of Yuan ye, in a discussion of the different suitabilities of 
sites: “Thus sites also have different suitabilities, and this should be 
assessed. Only when the master designer has hills and streams in his bosom 
can a garden be either elaborate and ornate, or simple and casual.” In 
contrast to the dualistic terms in the quotation of Repton, we find our 
Chinese terms “interdependence” and “borrowing” in polar relation, each 
requiring the other in articulating its sense. “Jie jing” {pip;, the final chapter 
of Yuan ye, is more explicitly: “The composition of gardens has no fixed 
patterns; the borrowing of views involves interdependence.”22 This echoes 
the text from the “Xing zao lun” adduced above. There, the passage on 
“interdependence” characterises the actions of the designer as well as the 
mutuality of scenic elements, discussed in terms of “mutually borrowing and 
resourcing.” The passage on “borrowing” in the “Xing zao lun” conveys the 
action of “adopting” and “blocking out” as something undertaken depending 
on whether the elements are “admirable” or “commonplace.”
21 Zhang, Yuan ye quan shi, 143.
22 Ibid., 325.
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The mutuality of meaning that I have identified in the Chinese terms can 
itself be designated by yin 0 ,  one of the terms under study. This leads us to 
render it as “interdependence” rather than “following” or “dependence.”23 
By doing so, I am attempting to call attention to a reading of the relationship 
between designer and site that does not follow the subject/object dichotomy. 
The dualistic logic of subject and object is commonly involved in 
conceiving of the designer as an autonomous individual, whose design ideas 
have a causal relation to a given site. On this view, the site is a physical, 
empirical datum onto which a project, plan, intention is projected. The 
designer and his subjective intentions are active, and the objective 
conditions of site are passive with respect to them. Alternatively, the 
designer’s actions might be conceived of as a passive following of the 
objective dictates of site and materials. In this instance, the previous 
relationship is simply inverted, but remains dualistic. The passage on yin 0  
I quoted above clearly side-steps this dualistic logic. First, the designer’s 
actions are spoken of as a “following” and not as an imposition of active 
agent on passive land. Second, this “following” is not a passive procedure 
but involves actively “pruning,” “directing,” and “erecting.” 
“Interdependence” is discussed in such a way that obviates the subject- 
object opposition.
Our reading of “interdependence” as a way of operating that is not just 
following the objective dictates of a physical site can be further supported
For a discussion o f yin as “accommodation,” see John Makeham, “The Confucian Role 
of Names in Traditional Chinese Gardens,” 188-189.
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by considering “Xiang di.” Here, there is no evidence of an understanding of 
site survey in the modem sense of a quantified, measured study of the 
physical features of the whole site resulting in objective representations of 
the land. “Assessing the land” appears not to involve the kind of abstraction 
of the physical environment that is commonly undertaken in modem 
practice. Instead of a discussion of abstraction from actuality, we find 
instead a fragmented narrative offering indications of what might be called 
“abstraction from possibility”: “Gardens should not be built in cities. If one 
is to be built, it should be oriented towards the elegant and secluded. Even 
though one’s surroundings neighbour the vulgar, there is no clamour when 
the door is closed. Creating winding paths, make tall distant walls appear 
among bamboo trees. Coming upon a stream which twists and turns, at the 
bramble gate a long bridge may be placed astride the stream. A courtyard 
wide enough to allow a wu tree; an embankment, winding and appropriate 
for willows. . . .”24 “Assessing the land” is not discussed as a passive 
exercise of recording that has its end and goal in a closed and complete 
understanding of a static external reality, but is presented as a process that 
already opens up thinking, evokes design responses abstracted from the vast 
realm of possibilities without drawing its strength on a totalising picture of 
hard facts. Contrary to the view of Zhang Jiaji, I find that there is no sense 
that yin H means “following” an objective ground.25 The same line of 
thinking with which I have explored a non-dualistic reading of 
“interdependence” and “borrowing” leads us to consider their relationship as
24 Zhang, Yuan ye quan shi, 182.
25 Zhang, Zhongguo zaoyuan lun, 130. See also Hou Youbin, Zhongguo jianzhu meixue 
(Haerbin: Heilongjiang kexuejishu chubanshe, 1997).
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a polar rather than as a dialectical one, which a reading of Zhang’s work 
suggests.26 In Hegel’s philosophy, all human action is negation, the 
negating of an existing situation, and involves the dialectical relation of 
“thesis” and “antithesis” in which something is inevitably overcome. In this 
study of “interdependence” and “borrowing,” I find no sense that they are 
self-sufficient and independent notions, opposed and united as thesis and 
antithesis. Rather, as the designer’s ways of operating, “interdependence” 
and “borrowing” are related such that each opens onto and entails the other, 
as yang is becoming-ym PJi and vice versa.
In line with the reading of “interdependence” and “assessing the land” 
without recourse to the notion of an objective and quantified site, I shall
)
attempt to explicate “borrowing” in a way that might side-step the common 
understanding of it as the establishment of fixed relations between vantage 
point and some scenic element. I shall argue that Heidegger’s notions of the 
far and the near are useful for setting aside objectivist understandings of 
space that commonly form the horizon for understanding “borrowing.”
In sections 22-24 of Being and Time, Heidegger makes a distinction 
between the ambient world ( Umwelt) and “space” {der Raum). He uses the 
famous example of the hammer in a workshop. In the ambient world of the 
workshop, the hammer has its rightful place, (an attributive position, Platz). 
Our lifeworlds are made up of things each with its attributive place, but we 
only become aware of Platz when the thing is not where we expect to find it.
26 Zhang, Yuan ye quan shi, 165.
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“Space” by contrast, consists of accidental positions which interchangeable 
objects can occupy indifferently. Heidegger criticizes modernity as a 
process of de-worlding (Entweltlichtung), in which attributive places 
becomes accidental places, “de-stance” (Ent-fernung) becomes a measurable 
distance, “the presence of things in mind is replaced by their objective 
remoteness,”27 and the ambient world itself gives way to an objective 
environment. We would have to keep this propensity of modernity at bay in 
trying to understand “borrowing views” as the making of a world.
Heidegger also used the example of a pair of glasses: although this object 
practically sits on someone’s nose, in actual experience this “useful thing is 
further away in the surrounding world than the picture on the wall across the 
room. This useful thing has so little nearness that it is often not even to be 
found at all.”28 The crux of Heidegger’s discussion is a contrast between the 
experience of being-in-the-world and the world of objective measurable 
space. The example of the glasses forms part of his discussion of “de- 
distancing”: this term means “making distance disappear, bringing it near. .
. . a circumspect approaching, a bringing near . . . supplying, preparing, 
having at hand.”29 Nearing and de-distancing “are always a heedful being 
toward what is approached and de-distanced. . . . The objective distances of 
objectively present things do not coincide with the remoteness and nearness 
of what is at hand within the world. The former may be exactly known, but
27 Augustin Berque, “The Question of Space: From Heidegger to Watsuji,” Ecumene 
3,4(1996): 374-375.
28 Martin Heidegger, Being and Time: A Translation o/Sein und Zeit, trans. Joan 
Stambaugh (Albany, NY.: State University of New York Press, 1996), 107.
29 Ibid., 98.
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this knowledge is blind.”30 We are here very close to the milieu of the 
Chinese words on “borrowing views”: “though every garden distinguishes 
between inside and outside, in obtaining views it matters not whether they 
are far or near.”
What we can take from Heidegger’s reflections are some basic means for 
articulating nuanced distinctions in the experience of the world. They hint 
at the peculiar “blindness” of orthogonal drawings that capture the objective 
distances of Chinese gardens. But one must guard against naive 
assimilation in cross-cultural comparisons. As David L. Hall points out,
“the Chinese existential verb,you [W], ‘being,’ overlaps with the sense of 
‘having’ rather than the copula, and, therefore, you, ‘to be,’ means ‘to be 
present,’ ‘to be around,’ while xvu [$£], ‘not to be,’ means ‘not to be 
present,’ ‘not to be around.’”31 There is nothing that would correspond to 
Heidegger’s angst in the face of the negation of being. What is “borrowed” 
from Heidegger by bringing it close to the Chinese is still “other.” Two 
bodies of thinking have a momentary touching or contact, without one 
subsuming the other or both joining in unison. I shall turn now to the 
Chinese context of discussion for “borrowing views.”
In a major theoretical study of Chinese garden design, Zhang Jiaji has 
argued that “Tie jing  Is m  [borrowing views] is definitely not merely a 
means of spatial composition, but is an important way of thinking in the
30 Ibid., 98-99.
31 David L. Hall, “You/wu,” in Routledge Encyclopedia o f Philosophy, edited by Edward 
Craig. 10 vols. (London & New York: Routledge, 1998).
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artistic creation of gardens.”32 Zhang elaborates his point by discussing 
instances of “borrowing views” in Chinese poetry, and eventually relates 
them to the relationship between qing t n  (sentiment) and jing  jpc (scenery). 
In a separate discussion, Chen Congzhou makes the same connection, but 
with an illuminating turn: “Like in the lines ‘As I pluck chrysanthemums 
beneath the eastern fence/I distantly see the southern mountain.’33 The 
wonder of these lines resides on the word ‘seeing’ as it is between intention 
and accident, an extremely natural and elegant sentiment.”34 The classical 
dictionaries, in fact, speak of jian M (to see, seeing) in terms of another 
character homophonic with it and which means “to render present”: 
“seeing” as “presenting.”35 Now, it is certainly appropriate that the practice 
of “borrowing views” be discussed with regard to examples of classical 
poetry, but Professor Chen’s remark on this “seeing” as between intention 
and accident would suggest that “borrowing views” is not to be simply 
considered as the work of a conscious intentional designer understood 
without difficulty by an equally conscious and intentional visitor. Whereas 
Zhang’s point about “borrowing” as not merely spatial alignment is related 
to the irrelevance of the notion of “objective site,” Chen’s remark is related 
to the irrelevance of the notion of the active intentional subject.
32 Zhang, Zhongguo zaoyuan lun, 130. See also the entry on “qing jing” in Zhang, Jiaji, 
Zhongguo yuanlin yishu da cidian (Taiyuan: Shanxi jiaoyu chubanshe, 1997), 362- 
363.
33 A.R. Davis, T'ao Yiian-ming: His Works and Their Meaning (Cambridge: Cambridge 
University Press, 1983), 1:96,2:88-91.
34 Chen Congzhou, “Jianzhu zhong de ‘jiejing’ wenti,” in idem, Yuanlin tancong 
(Shanghai: Shanghai wenhua chubanshe, 1980), 168.
35 I am indebted to Associate Professor John Makeham for this point.
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An excellent textual example of “borrowing views” cited by Zhang can now 
be used to elaborate the notion of “seeing.” Referring to Di jing jing wu lue 
Zhang highlights a passage concerning the new garden of the 
Duke of the State of Ying on land which the Duke first saw in 1633: “That 
which the garden pavilion fronted onto is a bridge. Various people crossing 
the bridge would enter my ken. They join me in mutual regard.”36 Now, in 
discussions of the mathematization of space by perspective, it is well-known 
that this subject-object relationship involves a one-way vision, subject looks 
at object. This contrasts with the two-way vision that Zhang highlights, 
which relates garden to urban life and which, he says, “definitely extended 
and enriched ‘borrowing views’ as a way of thinking and as an element of 
life.”37 According to Zhang, this passage “articulated the spiritual essence of 
‘borrowing views.’” Zhang’s explication can be extended by linking it to 
Wang Yi’s Yuanlin yu Zhongguo xvenhua (Gardens and
Chinese Culture), which has called attention to the famous lines of Li Bai 
^1=3, “For looking at each other without getting tired / There is only
• • IQ • • •Jingting Mountain” as well as other instances in which mutual regard is 
not just between viewing subjects, as Zhang’s example might suggest, but in 
one sense, between person and landscape elements as well.
36 Zhang, Zhongguo zaoyuan lun, 132.
37 ibid., 133.
38 Ibid.
39 Wang Yi, Yuanlin yu Zhongguo wenhua (Shanghai: Shanghai renmin chubanshe, 
1990), 287. I have followed Hans H. FrankePs translation in his The Flowering Plum 
and the Palace Lady: Interpretations o f Chinese Poetry (New Haven & London: Yale 
University Press, 1976), 30. For discussion of this poem, see Augustin Berque, 
“Paysage et ontologie de Fécoumène,” paper presented at the colloquium on “Les 
obstacles ontologiques dan les relations interculturelles,” Forêt Montmorency, Québec, 
7-10 October 1996. I am indebted to Professor Berque for a copy of this paper.
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Both Zhang and Chen would agree that “borrowing views” is an encounter 
of landscape and person, conceived of as the relationship between sentiment 
and scenery, qing and jing. In a famous discussion of this relationship, 
Wang Fuzhi (1619-1692) says, “Sentiment is the activity between
yin and yang-, and things are the product of heaven and earth. When this 
activity between yin and yang takes place in one’s heart, the products of 
heaven and earth respond from the outside. Whatever thing there is outside, 
there can be a counterpart to one’s heart; whatever sentiment there is in 
one’s heart, there must be the thing outside [to match it].”40 This passage 
suggests that sentiment and scenery are polar terms, related as yin ^  is to 
yangWj. At the risk of simplification, I would suggest that the traditional 
conception of the successful relation of sentiment and scenery as co-arising 
{qing jing xiang sheng fn iP.'PQ^ fe) or fusion {qing jing xiang rong 
is precisely indicative of the absence of a subject/object 
opposition in poetic encounters between persons and landscapes that Zhang 
and Chen consider instances of “borrowing views.” Seeing is a matter of 
touching, as in the common expression chu jing sheng qing, “touching the 
scenery gives birth to sentiment.” This is part of a tradition of speaking of 
“seeing” as chu mu § ,  literally “touching the eyes”—someone perceives 
some thing which is said, literally, to touch one’s eyes.
40 Cecile Chu-chin Sun, “A Sense of Scene: Depictions of Scene as Expressions of 
Feeling in Chinese and English Poetry,” (PhD diss., Indiana University, 1982), II-2 
and 11-55, n.3. Wong Siu-kit, “Ch’ing and Ching in the Critical Writings of Wang Fu- 
chih,” in Chinese Approaches to Literature from Confucius to Liang Ch 'i-ch ’ao, ed. 
Adele A. Rickett (Princeton: Princeton University Press, 1978), 140. I have based this 
translation on these two works.
41 Sun, “A Sense of Scene,” 11-38.
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Who is the person that encounters the landscape and “borrows views”? 
Whose are the eyes that the landscape “touches”? In contrast to the Western 
dichotomy of viewing subject and external object, in which the subject is a 
universal subject, a person reduced to an abstracted optical apparatus, it 
would appear the Chinese person who “encounters” and “borrows” is not 
just anyone, but a particular someone, specifically acculturated, or 
“talented,” as in the following words of Chen Jiru (1558-1639): “In
severe instances, when one’s enthusiasm is exhausted, one’s talent [cai\ 
would be exhausted; when one’s talent is no more, the elegance of the 
landscape also ceases to exist.”42 These words suggest to us that 
“borrowing views” is indeed not something guaranteed by the intentional 
alignment of vantage point and scenic element which anyone can recognise 
and appreciate. The chapter on “Jie jing” in Yuan ye gives us an apparently 
rambling series of remarks, aggregations of scenes, settings and events 
common in the literary tradition. The discussion appeals directly to the 
acculturized reader of the Chinese tradition, evoking the encounter of 
sentiment and scenery. There is no statement here to the effect that what is 
encountered has been prefigured and pre-determined in the mind of the 
designer, equivalent to Repton’s “pre-existing causes in the human mind.”43 
This in fact accords with the general disregard for a designer’s intentions in 
the appreciation of Chinese gardens in the whole tradition of “records of 
famous gardens.” Considered in this light, “borrowing views” is not 
something that is wholly determined by an autonomous designer’s intentions
42 Chen Jiru, “Wo you pian xu,” in Bingxue xie, Guoxue zhenben wenku, ser. 1, no. 4 
(Shanghai: Zhongyang shudian, 1935), 1:8.
43 Quoted in Corner, “A Discourse on Theory I,” 71.
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in arranging a passive landscape. In “borrowing views,” the designer’s
intentions and scenery are co-arising, and the garden with “borrowed views”
enjoins visitors to new occasions of co-presencing and approaches their
experience half-way in further conjunctions of sentiment and scenery.
H
The “Jie jing” chapter of Yuan ye is most explicit about the fact that 
“borrowing views” is not just a matter of spatial alignments, but a matter of 
timing and events as well: “One must consider the four times”: that is to say, 
the four seasons and dawn, day, dusk, evening.44 In this regard, it is 
important to recall the following characterization of the Chinese tradition by 
Hall and Ames,
The Chinese tradition does not have the separation between time 
and entities that would allow for either time without entities, or 
entities without time. There is no possibility of either an empty 
temporal corridor or an eternal anything (in the sense of being 
timeless). What encourages us within the classical Western 
tradition to separate time and space is our inclination inherited 
from the Greeks to see things in the world as fixed in their 
formal aspect, and thus, bounded and limited. I f . . .  we observe 
them in the light of their ceaseless transformation, we are able to 
temporalize them and perceive them as ‘events’ rather than 
‘things,’ where each phenomenon is some current or impulse 
within a temporal flow.45
44 Zhang, Yuan ye quan shi, 325.
45 Hall & Ames, “The Cosmological Setting of Chinese Gardens,” Studies in the History 
o f Gardens & Designed Landscapes 18,3( Autumn 1998): 175-186.
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In “Jie jing” chapter, we can note how the evocative narrative presents us 
with what Hall and Ames might call “events” rather than fixed views of 
spatial alignments available in various times of the day or year:
Extending to the utmost one’s gaze upon a lofty field, distant 
peaks form an encircling screen. Halls are open so that congenial 
air wafts over oneself, while before the door Spring waters flow 
into a marsh. Amidst enchanting reds and beautiful purples, one 
delightedly encounters immortals among the flowers. . . . Sweep 
the paths and protect the young orchids so that secluded rooms 
may share in their fragrance. Roll up the bamboo blinds and 
invite the swallows to occasionally cut the light breeze. . . . 
One’s interests would be in accord with the pure and the remote, 
and one can find pleasure amongst hills and ravines. Suddenly 
thoughts beyond the dusty world come and one seems to be 
walking in a painting. From the shadows of the forest first come 
the oriole's song; in the bend of a mountain, one suddenly hears 
the farmer’s singing. A breeze arises in the shade of trees, and 
the atmosphere enters the time of the Emperor Xi.46
These “events” are narrated without subsuming them into categories of 
particular times or seasons so that they can be read as particular entities in a 
“temporal corridor.” They are also the stuff transmitted in the literary 
corpus. In summary then, the “borrowing of views” involves sentiment and 
scenery—sentiment and scenery are not “subjective” and “objective,” but 
correlative. The person who notices “borrowing” is not a universal subject; 
the moment when “borrowing” is noticed is not just happenstance or 
undetermined. Rather, the “borrowing of views” is discussed in Yuan ye as 
eventful encounter and depends on the notion of tradition, here conceived
46 Zhang, Yuan ye quan shi, 325. Zhang’s text gives “woodcutter’s singing” instead of 
“farmer’s singing” which I take according to the original Ming printed edition in the 
collection of the Naikaku Bunko, Tokyo.
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not as a tradition of stylised or designed objects but as embodied practices of 
daily living—“rolling up bamboo blinds,” “listening to the oriole’s song,” 
etc.—recorded, catalogued, (a “gleaned list”?47) and handed down in the 
literary corpus of China.
In the final passage of the “Jie jing” chapter, Ji Cheng writes:
Now the borrowing of views is the most important factor in 
gardens; such are borrowing from afar, borrowing from nearby, 
borrowing from above, borrowing from below, and borrowing in 
response to the seasons. Yet attracted by the nature of things, as 
one's eyes perceive, one's heart anticipates, just as [in painting 
and calligraphy] the idea precedes the brush, and only then can 
one depict exhaustively.48
The treatise began by commenting on the indifference of far and near in 
borrowing views. At the end of the text, we find that there is both 
borrowing from afar and borrowing from nearby. The disjunction of this 
final passage is also puzzling. The gist, however seems clear: borrowing 
views is a term applied at the moment of conceiving an impulse for the 
design of a garden (or a painting or a work of calligraphy) and it is marked 
by abstraction from possibility (borrowing from afar, nearby, above, below, 
etc.). . .  a circumspection of heedfulness. This leads me back to Heidegger:
Da-sein understands its here in terms of the over there of the 
surrounding world. The here does not mean the where of
47 “We need a corpus, a catalog, the recitation of an empirical logos that, without
transcendental reason, would be a gleaned list, random in its order or in its degree of 
completion.” Jean-Luc Nancy, “Corpus,” in idem, Birth to Presence (Stanford: 
Stanford University Press, 1993), 189.
YY2, 247; Zhang, Yuan ye quan shi, 326.48
something objectively present, but the where of de-distancing 
being with . . . together with this de-distancing. In accordance 
with its spatiality, Da-sein is initially never here, but over there. 
From this over there it comes back to its here, and it does this 
only by interpreting its heedful being towards something in 
terms of what is at hand over there.44
In instances likes these, the task of cross-cultural thinking in landscape 
architecture is to sound out the resonances, multiply the differences, 
transform the historical and geographical remoteness of traditions into the 
nearness of worlds.
Appropriate Embodiment
The preceding discussion of “interdependence” and “borrowing” has 
articulated two main points: first, the polar relationship of terms as a clue to 
their reading, and second, eventful encounter as a function of tradition. The 
terms ti ifaCbody, embodiment, “bodying”) and yi jlC(appropriateness) 
appear to qualify the two ways of operating in the design of gardens, 
“interdependence” and “borrowing.” Ti is literally “body” but normally 
understood in this context as de ti “being suitable” or “attaining 
propriety.” Yi is normally understood as appropriateness. The common 
understanding of these terms in Yuan ye construes them as synonyms. A 
proper study of these two terms would entail reading them in relation to 
other Chinese terms that stand in polar or cognate relation to them such as li 
(ritual action), yi ||(rightness/signification). Here, I would like to offer
49 Heidegger, Being and Time, 100.
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two general remarks about how, taken together, ti (body) and yi j=l 
(appropriateness) are related to the notion of “appropriate embodiment.”
In contrasting Western and classical Chinese understandings of the world 
above, we indicated that the Western understanding of knowledge as the 
grasping of an unchanging reality behind the world of appearances is related 
to the understanding of architectural knowledge as the knowledge of 
universal principles of geometry and proportion. The absence of these ideas 
in classical China can be related to an emphasis, in discussions of gardens, 
on particular cases without understanding each of them as the outcomes of 
the application of general rules of design to particular sites. 
“Appropriateness” is thus not a judgement reached by applying universal 
principles of design to particular sites, but rather is the result of attending to 
the insistent particularity of a situation such that its concrete details stand in 
harmonious relationship to each other.50
From the perspective of the Western tradition, as we have outlined above, 
the notion of embodiment, the concrete manifesting of a garden or other 
designs is implicitly understood in terms of dualisms. There is the binary 
opposition of form and matter, where form is considered the outcome of the 
designer’s agency in changing and shaping raw materials. The designed 
garden then becomes a container in two senses: as matter, it contains the 
spirit of the designer, inscribed in its form. It is also a container for the 
actions of those for whom it was designed. As container in both these
50 See David L. Hall and Roger T. Ames, Thinking Through Confucius (Albany, New 
York: State University of New York Press, 1987), 135-7.
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senses, its design is a final or fixed and static end. The possibility for action 
and the competency of the designer are judged in relation to a specific 
programme of design. In modernist architectural design, embodiment always 
eschews a symbolic dimension alluding to tradition, foregrounding a 
functionalist approach to rational design. In the Chinese context of de ti 
(being suitable), there is no explicit statement in Yuan ye that the garden as a 
body is to be judged according to its functional programme, which is always 
left vague and open, and never itemised into the modem equivalent of a 
brief. Further, for the eventful encounter of gardens that depends on a notion 
of tradition embodied in literature and other cultural forms, proper 
embodiment, with a sense of decomm, is itself contrary to avant-gardist 
individualism even though change is not precluded in it. As Ames points 
out, “A person engaged in the performance of a particular formal action, 
appropriating meaning from it while seeking himself to be appropriate to it, 
derives meaning and value from this embodiment, and further strengthens it 
by his contribution of novel meaning and value. He pursues ‘rightness’ and 
‘significance’ both in an imitative and a creative sense.”51 The appropriate 
embodiment of gardens as discussed in Yuan ye can therefore be understood 
in two ways: First, as something undertaken without recourse to universal 
principles of design, but as something pursued by attending to the 
particularity of situations; and second, as the polar relationship of the body 
of the garden and the actions of dwellers and designers in the embodiment 
of cultural tradition.
51 Ames, “The Body in Classical Chinese Philosophy,” 169-170.
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Modem commentators tend to read ti (“suitability”) almost as the synomyn 
ofyz'jË, “appropriateness.” The consequence of choosing one English word 
for one Chinese character in translating classical Chinese into English does 
little to encourage a more subtle approach. Yet the “Xing zao lun” clearly 
shows that four terms are used to discuss the importance of the master 
designer. Our first task is therefore to restore distinctive senses to ti and yi.
Jullien’s work provides the crucial clues for undertaking this task:
It would be a mistake to believe that Chinese aesthetic thought 
developed through careful deliberation between terms, resorting 
to precise conceptualizations and definitions in the Greek, 
particularly Aristotelian, manner. Rather, the terms operate 
through networks of affinities, one constantly implying another 
through allusion. They interact more through contrast than in 
terms of the separate fields they denote. Instead of proceeding 
from preestablished, methodical distinctions (inevitably abstract 
and also very convenient), they frequently convey their meaning 
through the interplay of parallelisms and correlations made 
possible by their infinitely rich evocatory powers.52
The traditional sources indeed do not offer simple univocal or reductive 
definitions for ti and y/j=L; on the contrary, we find that the terms are 
expansive. Since the distinction of these terms cannot be obtained by 
contrasts of definitions, our task is to be pursued by the ramification of 
senses and philological connections.
52 Jullien, The Propensity o f Things, 77.
The Resonance of Words
Tv. body, “bodying forth,” suitability. In classical Chinese lexicons, ti is 
frequently used to define its cognate, li fit, “ritual action.”53 These Chinese 
characters are perhaps the most common ones that share the phonetic li* H , 
“ritual vessel.” Ritual action is related to notions of body in that it is a 
“bodying forth” of meaning and value. Ti and li are also linked by their 
connotation of “organic form” and this suggests that both ritual and body are 
of “variable shape,” appropriating their definition from changing contexts. 
Ritual and personal embodiment have a feedback to-and-ffo: “A person 
engaged in the performance of a particular formal action, appropriating 
meaning from it while seeking himself to be appropriate to it, derives 
meaning and value from this embodiment, and further strengthens it by his 
contribution of novel meaning and value.”54 In this way, ritual action and 
body involves a polar (or non-dualistic) relationship of form and matter, and 
action and body: “Any particular ritual action can be understood only by 
reference to a formalized body of actions, a cultural tradition; meaning and 
value can be enacted only by embodiment in ritual actions.”55
In pursuing the ramification of terms, we would not expect every aspect of 
the ramifications to be directly related to our text on master designers, but 
some points of inflexion can already be identified: The context of the 
quoted passage introducing the key terms indicates that its purpose is to 
explain the importance of the master designer, but this explanation takes the
53 I follow the analysis of Ames, “The Body in Classical Chinese Philosophy,” 169ff.
54 Ibid., 169-170.
55 Ibid., 170.
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form of a discussion framed around gardens themselves (i.e., not the 
designer). The sentence reads literally yuanlin (gardens) qiao (skill), yu (in), 
yin (interdependence), jie  (borrowing); jing  (excellence) zai (lies in) ti 
(suitability) yi (appropriateness). In English, we interpose the word 
“designing” to make the translation grammatical since, in English, gardens 
cannot have skills. In other words, the sense of the beginning of this 
passage drifts between the body and actions of the designer and the body 
and transformations of the landscape. This is indeed consonant with the 
absence of a dualistic understanding of subject and object.
Within the passage itself, there is another kind of drifting. The discussion 
begins with ti and ends with de ti, between a “bodying forth” and what the 
efficacy is {de fr=suitable, but literally “get body”), i.e. between action and 
agency. There is no conceptual separation of form/body/fr and 
meaning/suitability/i/e ti here, and this is partly why the modem Chinese 
commentators have no scruples in reading ti as de ti.
In the correlation of ti and li -fH, Roger T. Ames has foregrounded the 
absence of the passivity of body in the dualistic relation of mind and body, 
and consequently, the necessity of highlighting the dynamic aspects of ti. 
The physical body is the means of “engaging, taking from and contributing 
to its environs.”56 This appropriative and contributory sense of ti is 
indicated by the active notion of blocking and adopting views and “making 
all into a misty scene,” active intervention, yet dependent on, and responsive 
to, the concrete circumstances at hand.
56 Hall & Ames, Thinking Through Confucius, 89.
134
Yi: appropriateness, something appropriate, right, and proper. Classical 
Chinese writings on philosophy and philology define yi in terms of its 
homophone, yi H  “aesthetic and moral meaning or rightness.”57 These are 
terms that involve the notion of person as person-in-context. Whereas y i ]=E 
refers to an appropriateness resulting from “yielding, or giving up of oneself 
and ‘appropriating’ meaning from the context,” yi H  is the “active and 
contributory integrating of self with circumstances.” Yi jcl refers to 
appropriateness of person-in-ccwtexi, while yi U  points to appropriateness 
of person-in-context. Ti, body, is a physical repository ofyz H , holding the 
physical dispositions inherited in tradition. Li, ritual action, is human action 
invested with and conditioned byyi H . The “yielding” sense ofyi H  and 
the contributory sense of ti are directly reflected in the quotation from Yuan 
ye. Since yi m. involves appropriateness to context bom of “yielding,” the 
text speaks of “following the rise and fall of the site,” and letting paths wind 
and turn. Activity and passivity are here related as yin is to yang and not as 
mutually exclusive terms in dualistic opposition: the yielding that marks yi 
iT involves the active “directing” of streams and erecting buildings as 
appropriate.
The manner in which yi jIl (appropriateness) and yi H  (rightness), and ti 
(embodiment) and li (ritual action) are related indicates that the importance 
of the master designer has an ethical and moral dimension. In this regard, it 
is important to emphasize that the notions of “aesthetic and moral rightness”
57 Ibid., 96ff; Ames, “The Body in Classical Chinese Philosophy,” 173.
58 Hall and Ames, Thinking Through Confucius, 96.
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and “ritual propriety” involved here do not entail the normative force of 
ethical principles. Rather,
matters of human conduct within the process of existence 
characteristically represent novel situations which require a 
person to bestow his yi in perpetually changing and ever-unique 
sets of circumstances. . . attaining yi must be characterized by a 
flexibility necessary for a person to interact with and integrate 
into ever new situations. . . . yi is as much the consequence of a 
particular decision or action as its cause. . . . The articulation of 
yi with respect to a given situation involves the emerging 
awareness of what is or is not appropriate in that situation and 
how one might act so as to realize this appropriateness in its 
highest degree. This articulation occurs pari passu with the act 
itself. Neither determined nor determining, yi is actualized in 
the interplay between decision and circumstance. . . . There is no 
principle ofyi existing apart from persons-in-context.59
This contextual and contingent nature of Confucian thinking and acting is 
consistent with several features of Yuan ye. First, the treatise does not 
contain discussions of ritual prescriptions associated with building works. 
The terms ti and yi do not re-appear in any detailed discussion in the 
treatise. Their fugitive nature precludes consistent discussion of garden 
design relating principles and concepts to applications. Second, in the place 
of a discussion of concepts and principles and their applications, the treatise 
correlates particular actions and circumstances, as in the following excerpt 
from “Yuan shuo,” the second chapter of Yuan ye:
When clearing away thickets of undergrowth, selectively prune 
the overgrown vegetation; obtain views according to the
59 Ibid., 95, 102-103. For the sake of uniformity I have converted the original Wade- 
Giles into pinyin equivalents.
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circumstances. Along mountain streams, skirt and trim the 
irises. . . . Plant willow trees along an embankment, prune plum 
trees surrounding the house, erect a thatched hut in a cluster of 
bamboo, divert the long course of a river-branch, array a screen 
of tapestry-like hills.60
The tone of the text equivocates between suggestion and prescription. The 
correlated actions and circumstances are not involved in the weighing up of 
alternative design possibilities that might entail abstract forms of reasoning 
of the hypothetical-deductive and counterfactual varieties.61 They are 
expressive of the concrete and contingent nature of appropriateness. Third, 
the absence of weighing up alternative possibilities means that there is no 
call for the kind of ethical deliberation that would require a general ethical 
theory as the ground of justification. Consequently, the debates between a 
conservative dogmatism that argues for a single “correct” theory and the 
skeptical relativism arising from an inability to decide on the most adequate 
theory are also avoided. The Quarrel of the Ancients and Modems, that key 
point in the history of absolutism and relativism in Western architectural 
thinking, finds no parallel in traditional China. In Yuan ye, there is no 
attempt at constructing a general theory along absolutist or relativist lines. 
Fourth, the correlation of action and circumstance has a counterpart in the 
mutuality of agent and act, designer and designing. The designer does the 
designing, but the designing also “does” the designer, i.e., the designer is 
“actualized” as designer in the making of a particular garden. Becoming-a- 
designer occurs pari passu with the act of designing. It is not a question of 
being a designer by virtue of an established capacity to design. ,
60 YY2, 51; Zhang, Yuan ye quan shi, 168. Cf. CG, 43.
61 Hall and Ames, Thinking Through Confucius, 55-56, 264-267.
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Shuttling
These considerations have significant consequences for the notions of 
authorship, authority and education. In Chapter Two above, I have 
discussed the way these notions have become complicated by a hybrid logic 
resulting from the modem professionalization of architecture in twentieth- 
century China. Here, I will offer a few remarks that bring the Chinese 
materials into the neighbourhood of some recent works of American 
scholarship. The important mutuality of agent and act in classical 
Confucian thought is consonant with the fact that Chinese gardens are 
traditionally remembered as deeds, expressive of zhi, “intent.” There is no 
custom of narrating gardens in terms of the development of an “art form” 
with a life of its own. The relatively small number of exemplary gardens 
celebrated in Chinese tradition invariably retain the coupling of person and 
garden. However, it was the zhi M of the owners of gardens that were 
correlated with the garden-making. The importance of garden designers 
who made a living designing for others did not emerge in discourse until the 
time of Yuan ye. Yuan ye was in fact making a case for the auctoritas of 
designers,62 but without sharply differentiating it from the established 
authority and authorial agency of owners. To make a case for the sole 
authorship of gardens on behalf of garden designers would have assumed a 
monodic authorship more in line with the ex nihilo creation of the world in 
Western cosmology (the earthly architect imitating the Divine Architect etc.)
62 Cf. Diane Favro, “Was Man the Measure?” in Architects’ People, ed. Russell Elliss &  
Dana Cuff (New York: Oxford University Press, 1989), 18ff.
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than with the Chinese emphasis on mutuality in relationships in a world of 
flux. Yuan ye 's promotion of the importance of the master designer was 
unprecedented in Chinese tradition, but it in no way disenfranchised the 
traditional literati’s authorial agency in garden-making, and is very far from 
19th-century European claims of professional authority/authorship in terms 
of an exclusive access to a bounded domain of knowledge.63 Indeed, the 
conventional logic of professionalism, based as it is on the homogeneity of a 
class or set did not emerge in China until the advent of Beaux-Arts 
conceptions of architecture and architectural education. Even as Yuan ye 
spelt out the key terms explaining the importance of the master designer, it 
did not identify principles that would provide a transcendental ground for 
identifying designers.
Against the importance of the mutuality of act and agency, designer and 
designing in the Chinese case, we can contrast Peter Eisenman’s attempt to 
displace the figure of “man” from the position as originating subject, his 
“ambition to articulate the system of differences through which architecture 
functions as a language.”64 Where Eisenman uses the notion of a universal 
language of architecture to displace the notion of the designer as intentional 
subject, leaving intact the American star system in architecture and his own 
signature function, the Chinese tradition focuses on exemplary persons and 
particular speech acts. In the 1960s and 1970s, Western discussion of
63 Cf. Margaret Crawford, “Can Architects be Socially Responsible?” in Out o f  Site: A 
Social Criticism o f Architecture, ed. Diane Ghirardo (Seattle: Bay Press, 1991), 28.
64 Rosalind Krauss, “Death of a Hermeneutic Phantom: Materialization of the Sign in the 
Work of Peter Eisenman,” in House o f Cards by Peter Eisenman (New York: Oxford 
University Press, 1987), 184.
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language and architecture remained focussed on universal structures. We 
can contrast this Western language of abstract generalizations which ground 
references to objects with the Chinese emphasis on a language of 
particularity and concreteness. The notions of difference, presence and 
absence in Eisenman’s subsequent work (such as the Romeo and Juliet 
project) also offers opportunities for contrast with Chinese materials: the 
absence of abstract nouns in classical Chinese militates against the 
denotative and referential use of language in a significant way. Whereas 
“there is a real referent—real or putative—beyond the act of referencing 
itself’ in the languages of presence and absence, classical Chinese operates 
as a language of deference
in which meaning is disclosed and/or created by virtue of a 
recognition of mutual resonances among instances of 
communicative activity. Language is the bearer of tradition . . . .
The language user appeals to present praxis and to the repository 
of significances realized in the traditional past, and he does so in 
such a manner as to set up deferential relations between himself, 
his communicants, and the authoritative models invoked.65
Yuan ye employs highly allusive language to evoke particular aspects of the 
literary corpus of Chinese tradition which serves here as a repository of 
significances realized in the past. As Ames points out,
Natural laws as general statements of relationship, universal 
ethical principles, and so forth, are functions of the expressive 
language that undergirds the languages of presence and absence. 
Allusive language . . . suggests particular events which cannot 
be appropriately generalized or classified.66
65 Hall and Ames, Thinking Through Confucius, 294-295.
66 Ibid., 298.
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Returning to Yuan ye, one realizes that the notion of body is implicitly 
dispersed in the treatise. The body of tradition is adduced in many allusive 
passages that point to concrete instances of dwelling in a garden. Consider 
the quotation from “Jie jing” which we have already discussed earlier.67
Of other recent works that resonate significantly with the Chinese materials 
discussed here, I would single out the following: in Elizabeth Grosz’s 
“Bodies-Cities”, the dualistic construal of bodies and cities is displaced by 
their mutually constitutive relationship.68 In Marco Frascari’s Monsters o f 
Architecture, the call for a new “grotesque” body as architectonic generator 
involves a regard for tradition and memory.69 Joseph Rykwert is interested 
in the timeless in the tradition of body and architecture, and Mark 
Rakatansky’s notion of the gestic body of architecture emphasizes the 
gestures of architecture without situating them in tradition—but the Chinese 
materials point both to the importance of tradition and the performative or 
gestural aspects of making and meaning.70
67 Zhang, Yuan ye quan shi, 325; see page 127 above.
68 Elizabeth Grosz, “Bodies— Cities,” in Sexuality and Space, ed. Beatriz Colomina 
(New York: Princeton University Press, 1992), 241-253.
69 Marco Frascari, Monsters of Architecture: Anthropomorphism in Architectural Theory 
(Savage, Maryland: Rowman & Littlefield, 1991).
70 Joseph Rykwert, The Dancing Column: On Order in Architecture (Camb., Mass.: MIT 
Press, 1996); Mark Rakatansky, “The Gestic Body of Architecture,” Journal of 
Philosophy and the Visual Arts (1993): 70-74.
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The Drift of the Text
In the remaining sections of this chapter, I shall return to the notion of 
borrowing views in the chapter on “Jie jing” in Yuan ye in order to 
demonstrate a mode of close reading that follows the drift of a passage. My 
first objective is to argue that ‘borrowing views’ has to do with a specific 
kind of design thinking rather than specific designed vistas in gardens. My 
second objective is to suggest a line of thinking that would explain why in 
Yuan ye ‘borrowing views’ is said to be the most important aspect of garden 
design. The chapter on ‘borrowing views’ has four central sections, one for 
each of the four seasons. The whole text is often considered ‘poetic’: there 
is no logical argumentation, the topic of discussion seems to change 
frequently, the text is full of literary allusions.
The idea that borrowing views is a term applied at the moment of 
conceiving an impulse for the design of a garden, already discussed above, 
can now be explored in greater detail. As one follows the drift of the text, 
one gets the sense that the gist of the text revolves around three hubs of 
consideration: self, scene and action. These can be seen clearly in the 
section on Spring:
Extending to the utmost one’s gaze upon a lofty field, 
distant peaks form an encircling screen.
Halls are open so that congenial air wafts over oneself, 
before the door, Spring waters flow into a marsh.
Amidst enchanting reds and beautiful purples, 
one delightedly encounters immortals among the flowers.
There are happy sages and acclaimed worthies 
who are comparable to the ‘prime minister in the mountain’.
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The life of leisure has been the subject of a fu poem; 
fragrant plants respond to one’s sympathy.
Sweep the paths and protect the young orchids 
so that secluded rooms may share in their fragrance.
Roll up the bamboo blinds
and invite the swallows to occasionally cut the light breeze.
Piece by piece fly the petals, 
thread by thread sleep the willows.
When coldness produces a slight chill, 
set up swings high above.
One’s interests would be in accord with the pure and the remote, 
and one can find pleasure amongst hills and ravines.
Suddenly thoughts beyond the dusty world come 
and one seems to be walking in a painting.71
This passage begins with four lines about scenes, moving from the ‘there’ of 
the lofty field and distant peaks to a ‘here’ of the open halls and the door. 
These lines are followed by four lines about self and experience, moving 
from the present scenes of the previous lines to considerations of an 
exemplary past. Encountering immortals among flowers is related to a story 
from Feng Menglong’s (1574-1646) writing about Qiu Xian
whose love for flowers so moved the spirits that he was granted a meeting 
with a fairy on evening. The prime minister in the mountains is Tao 
Hongjing (c. 456-536), a recluse who was consulted by Emperor
Wu of the Liang dynasty. The self is analogized with historical figures.
The passage continues with two lines relating passive action and active 
response, something written about and something responding to us. The 
allusion is to Pan Yu’s rhapsody ‘On Living in Idleness’ in the Wen
7' YY2 ,243.
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Xuan (Anthology o f Refined Literature), a collection that all educated 
Chinese used to memorize in Ming times. The fragrant flowers are referring 
to the equally famous Li sao  Pit$1 by Qu Yuan iS  UK (c. 340-287 BC), where 
we read that the plants are in poor condition for lack o f their human 
companions. The ‘life o f leisure’ and ‘fragrant plants’ can refer both to the 
present and also play their parts in the allusions. The lines engage the reader 
in shuttling between here-and-now and then-and-there.
The passage then continues with four lines about actions in what seems to 
be a near-by scene: sweeping paths and rolling up blinds.
Next, the reader encounters more lines o f scenes, with a bit o f action at the 
end: setting up swings. The words for “slight chill” are seasonally specific; 
they refer to the chill that one gets in Spring, and this echoes the idea o f the 
returning swallows that the previous line said would ‘cut the light breeze’ . 
The setting up o f swings is figured as a response to circumstance, the final 
lines o f the passage takes this up further. These lines are about the inner 
sentiments o f a self, but unlike the emphasis on allusive analogies o f self 
with the ‘prime minister in the mountains’ and the like, these lines refer 
both to the many discussions of the dusty world, hills and ravines and 
walking in paintings in Chinese literature, and to experiences that are yet-to- 
come.
It should be clear, therefore, that we perform and undergo a shuttling 
between scene, self, action, scene and self in the reading o f this passage, 
between here-and-now and there-and-then. In the other parts o f this chapter,
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the text does not follow this sequence rigidly, so that there is a pattern to be 
discerned but not a systematic and mechanical thinking to be formularized.
This pattern of the text corresponds to what Wu Kuang-ming calls 
‘performative thinking,’ which, he says, ‘is peripatetic and ambi-guous, 
thinking “driving” itself “around”; at each step the scene changes and 
develops.... The locus of the dynamic peripatetic I (a demonstrative) is 
evoked by the situation, where the I is situated. And the I begins to tell a 
story, by con-firming what is the case.... It is thus that thinking goes, 
experiencing and taking in the unfamiliar that as the new familiar this, and 
in this taking-as is Chinese metaphor.’72 The text of Yuan ye does not 
inspect an object (borrowing views) in a thorough way, defining and 
refining, telling us in an unequivocal manner what it is. Rather, it is 
peripatetic and meandering, the reader undergoes an experience of reading 
and thinking peripatetically. By following the drift of the text, the reader 
catches the gist of “borrowing views.”
The Fresh and the New
We should remember that Yuan ye is the first Chinese text to treat the notion 
of “borrowing views” in detail. It is therefore striking that it does not 
emphasize novelty or newness of its ideas. Instead, we find this 
instaurational text dealing mainly with common experiences (facing an 
encirling mountain range) and gnomic phrases (stories abbreviated into a 
phrase, e.g. “the prime minister in the mountain”). The emphasis is on
72 Wu, On Chinese Body Thinking, 196.
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rhetorical commonplaces. To borrow two terms from Wu Kuang-ming’s 
work, I would suggest that the treatise eschews an emphasis on the 
unfamiliar that leads to an appreciation of novelty, and stays instead with the 
familiar, renewed through a sense of the fresh. How does the familiar not 
fall into the banal? How can it be renewed through a sense of the fresh? 
Here I would point to two features of the meandering thinking in Yuan ye 's 
discussion o f ‘borrowing views’.
First, there is the problem of the four sections of the chapter, each focussing 
on one of the four seasons. Zhang Jiaji has promoted a view that there are 
four distinct sections, corresponding to four separate categories of seasonal 
phenomena. The problem here is that the typicality and predictability of 
seasonal phenomena might lead to an emphasis on familiar annual 
experiences, to the detriment of the freshness of experience that refreshes us. 
The modem scholar Zhao Yihe has called attention to the fact that the four 
sections are not clearly disjunct but are linked by transitional passages.74 
For instance, for summer-autumn
Linen garments [for summer] cannot withstand new coolness, 
the fragrance of lotus in the pool lingers.
The leaves of the wutong tree fall suddenly startled by autumn, 
while insects cry desolately amidst grasses.75
for autumn-winter
74 Zhao Yihe, Yuan ye, jiejing’ shi zhi,” in Zhonghua gu jianzhu, edited by Zhongguo 
kexueyuan Zhonghua gu jianzhu yanjiushe (Beijing: Zhongguo kexue jishu chubanshe, 
1990), 13-18.
75 Ibid., 14.
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just when one feels that the bamboo fences are decrepit and 
chrysanthemums are advanced in life, one should explore the 
warm parts of mountain ranges for the early plum blossoms.76
The text consistently indicates phenomena that arise from the change of 
seasons and does not emphasize the integrity of each season as a distinctive 
category. It is the emphasis on the experience of seasonal flux rather than 
on fixed seasonal features that indicate the road to freshness. Again, this is 
consonant with performative thinking. As Wu Kuang-ming puts it, “life is a 
living through, an embodying through undergoing.” The emphasis is on 
the concrete time of lived experience and not on an abstract sense of 
temporal regularity.
Second, focussing now on each of the four parts of the “Jie jing” chapter, we 
can return to my earlier observation that the shuttling between self, scene 
and action is a discernible pattern but it is neither systematic nor 
mechanically repetitive. There, too, what is highlighted is the relationship 
between the character of this shuttling and the freshness of a peripatetic 
thinking.
Turning again to the end of the chapter, where the text reads,
Now the borrowing of views is the most important factor in 
gardens. Such are borrowing from afar, borrowing from nearby, 
borrowing from above, borrowing from below, and borrowing in 
response to the seasons. Yet attracted by the nature of things, as
76 Ibid.,  15.
77 Wu, On Chinese Body Thinking, 197.
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one’s eyes perceive, one’s heart anticipates, just as [in painting] 
the idea precedes the brush, and only then can one depict 
exhaustively.
Here we are taken in a strange way to the heart of garden design, to the 
moment of design conception. The puzzle here is: what would the 
wandering between here and now and there and then have to do with the 
immediate and interior scene of creativity and its relationship to elsewheres?
Wu Kuang-ming’s idea of Chinese thinking as metaphorical and historical 
thinking is help here. “History,” he says, “is my understanding of other 
times. This means that history is my metaphorical reach-out in time. For 
metaphor is an activity of my understanding the there-then from the now­
here—my present situation, my self. The then can be the future as much as 
the past. The future has, in its metaphorical relation to the now, as much 
historical connection to the now as the past does. The past is historical; the 
future is a proleptive, prevenient, history.”79 In the light of these remarks, 
we can consider the shuttling between self, scene and action, between the 
notion of self analogized with historical figures and the self of immediate 
and possible future experiences, that we have noted in Yuan ye as 
metaphorical and historical thinking in this sense. Wherever a new or 
possible scene is figured in terms of something familiar and remembered, 
there seems to be a resonance with Wu Kuang-ming’s discussion of 
freshness: “Even if we are made new, our hearts are still with the
78 Zhang, Yuan ye quan shi, 326.
79 Wu Kuang-ming, ‘Spatiotemporal Interpenetration in Chinese Thinking,’ in Time and 
Space in Chinese Culture, edited by Huang Chun-chieh and Erik Zürcher (Leiden: E.J. 
Brill, 1995), 19.
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comfortable old where everything is familiar, where even imperfections are 
our home. And so we like the fresh and dislike the new .... We can break 
through the threatening new into the fresh via the familiar; we then start 
anew in the secure old. And this is what metaphor brings us. Metaphor is 
thus a logic of disclosing the new and assimilating it into the fresh.”80
In sum, Yuan ye asks designers to take on reinterpretation as the process of 
creation. It offers not a method of borrowing views, but a way of designing 
a process of thinking. It doesn’t provide historical knowledge but rather 
continuity of culture; this implies both losses and transformation. The 
literary allusions or gnomic phrases and stories involved in Yuan ye's 
account of borrowing views are the vehicle of cultural continuity and not 
mere rhetorical ornament. This usage of allusions makes the treatise self- 
referentiality consistent: it is a text on borrowing that borrows from other 
texts, so that there is no separation between topic and mode of operation. 
The implied contract with the readers is that they too will metaphorically 
extend it to other situations. The Chinese text configures gnomic phrases 
and common or likely experiences and this configurative thinking, sticking 
very much to concrete particulars, avoids the abstraction commonly 
involved in logical argumentation. So how are the particulars related to a 
general understanding without recourse to abstraction? Generality here 
connotes mutuality. “My solicitous concern about this particular elder of 
mine, once mentioned, calls forth its generalizing into our respective, then 
common, concern about our elders, then the kindly concern in general for
80 Ibid., 21.
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the elderly in general.”81 The particular situation of the hermit in the 
mountain evokes a generalized perspective on the interpenetration of active 
governance and passive reclusion.
It is well known that the author of Yuan ye, Ji Cheng was someone who 
designed gardens for others,82 whereas the vast majority of Chinese writings 
on gardens was written by owners and visitors. For this reason, Yuan ye has 
often been valued as embodying the voice of the traditional master designer, 
conveying to readers his intentions and inner sentiments. This view has not 
been borne out by the foregoing reading of the final chapter. If there is an 
implied subject of the text, an actor who designs and borrows views, it is 
ambiguous whether it is ‘designer’ or ‘client/visitor’. This fractured 
identity (designer/client) of the implied subject of the text means that there 
is no voice of final authority. In this sense, Yuan ye is not a professional 
text in which the voice of authority belongs unequivocally to the designer.
In effect, the text continues the equivocation of zhuren, owner and he-who- 
can-direct introduced in “Xing zao lun,” the first chapter of Yuan ye.
It might now be easier to understand why Yuan ye tells us that ‘borrowing 
views’ is the most important aspect of garden design. The final chapter 
shows that it pertains to the heart of the creative moment in garden design.
It involves a meandering thinking that binds here and there, far and near, 
then and now, inner sentiment and external scene, which one undergoes 
more than understands. This is not a thinking that deals with univocal
81 Wu, On Chinese Body Thinking, 321.
82 Cao Xun, “Ji Cheng yanjiu.”
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concepts and logical argumentation and the application of principles, but a 
metaphorical and historical thinking that eschews theoretical abstraction in 
favour of the allusive language of concrete particulars.
Concluding Remarks
It is apparent from the foregoing discussion that the final chapter of Yuan ye 
raises issues such as the parity between garden designer and visitor, the role 
of poetic language and memory in the construction of landscape 
experiences, the shock of the new versus the refreshing freshness, and so on. 
To the extent that these themes can be recognized as cognate with many 
aspects of contemporary thinking in architecture and landscape architecture,
I would argue that Yuan ye might have a role to play in enriching 
contemporary design culture.
However, it would be a mistake to imagine that, in matters of cross-cultural 
exchange, Chinese writings on gardens represent a simple plenitude of 
insights for appropriation. Rather, the Chinese tradition faces a danger and 
cross-cultural exchange can provide much needed stimulation in confronting 
a serious problem: the peripatetic thinking that I have highlighted in the “Jie 
jing” chapter has the danger of falling from the fresh to the banal, from 
subtlety to clichés as it attempts to renovate the old and familiar through the 
fresh. The atrophy of thought here takes the form of the repetition of clichés 
and the enumeration of facts, staying on the immediate level of information. 
In the 1980s, as a new burst of scholarly writings on Yuan ye appeared, there 
has been a tendency to focus on a few selected phrases and ideas in the
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treatise, and to discuss taheir importance by repeating the original 
framework of discussion.83 Over time, there has been a tendency to focus on 
content at the expense of an awareness of the meandering thinking that 
animates it, so that the consonance of topic and mode of operation that has 
been foregrounded above has often been overlooked. It is here that the 
conceptual resources of the Western tradition has a special pertinence, for it 
offers a language that allows us some distance from the Chinese 
performative thinking and can stimulate new readings that refresh our 
sensitivity for new readings.
83 E.g., Yu Weiguo, ‘Chong du Yuan ye  sui bi,’ Jianzhushi 13 (December 1982): 17-22.
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4. Movement and Stillness
In modem scholarship on Yuan ye, the relationship between the treatise and 
other writings on gardens of the Ming period is often understood in two 
ways. On the one hand, Yuan ye may be considered a general statement on 
garden design that sums up the experience of the Chinese tradition up to the 
17th century. On the other hand, Yuan ye might be considered, within a 
more localized framework, as a treatise related specifically to the shift 
(articulated by Craig Clunas and elaborated by Alison Hardie) from garden 
as property to the garden as art, as an example of the literature of 
connoisseurship in the 17th century. A typical mode of reading involved in 
making cases of these kinds is the search for statements in Yuan ye that are 
echoed in other writings. In what follows, I shall attempt to find a way of 
reading the relationship between Yuan ye and other Ming texts that does not 
depend primarily on this kind of explicit correspondence. My main concern 
is that, in both the treatise-as-summation model and the treatise-as-shift-in- 
discourse models, the performative force of the treatise is over-determined 
by its putative context, so that our appreciation of its eventful character as a 
publication has been diminished. By focussing on a theme, movement and 
stillness, that is not explicitly the object of discussion in Yuan ye and other 
Ming texts, but which nevertheless seems pertinent to these sources, some 
insight into the nature of Yuan ye 's originality might be derived.
It should be noted that motion and stillness are not dualistic terms, but are 
related as yin is to yang. They are mutally implicative in an order-in-flux.
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In modem scholarship on Chinese gardens, the most important discussion 
on motion and the experience of gardens is a series of five essays by the late 
Professor Chen Congzhou published as a collection under the title
of Shuo yuan tft® in 1983. Translated and published in English in 1984, 
and in Japanese in 1986, this collection enjoyed very wide circulation 
outside China. In Shuo yuan, Part 1 (1978), Professor Chen introduces a set 
of key terms that will recur throughout the present chapter: jing  i f  (stasis, 
stillness, quietness), dong W] (motion, movement), jingguan f f  (viewing 
in repose or viewing in stillness), dongguan i / j l l  (viewing in motion). He 
writes:
In gardens, there is a distinction between viewing in repose 
(jingguan) and viewing in motion {dongguan). This must be the 
first and foremost consideration in the design of gardens. 
Viewing in repose means that visitors are offered many vantage 
points where they might linger; viewing in motion means that 
there should be fairly long touring routes. Considering these 
two [notions] together, in smaller gardens viewing in repose 
should be dominant; viewing in motion is subsidiary in them. 
Courtyard gardens are chiefly devoted to viewing in repose. In 
larger gardens, viewing in motion is predominant; viewing in 
repose is subsidiary in them. The former [i.e., a smaller garden, 
viewing in repose] is like the Garden of the Master of Nets in 
Suzhou; the latter [i.e., a larger garden, viewing in motion] is 
approximated by the Garden of the Artless Administrator.1
This well-known passage is the most succinct statement of the notions of 
viewing in repose and viewing in motion to be found in modem Chinese 
writings. A casual reading would find, first, that a key distinction between
i
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Chen Congzhou, Shuoyuan/On Chinese Gardens (Shanghai: Tongji daxue chubanshe, 
1984), Chinese text, 1. Translations from this text are my own unless otherwise 
indicated.
two correlative notions is announced as the first and foremost consideration 
in garden design; second, that these notions are aligned with a number of 
different design elements (vantage points and touring routes) and with the 
relative sizes of sites (larger gardens and smaller gardens); and third, that 
two famous Suzhou gardens (one relatively large and one relatively small) 
are offered as examples.
Looking elsewhere in Professor Chen’s work, one finds a further 
elaboration on motion in Shuo yuan, Part 5 (1982):
In the first part of Shuo yuan, I explained the notions of viewing 
in motion and viewing in repose. I had not exhausted what I had 
in mind and propose to discuss them further now. The 
characters dong W] (motion) and jing i f  (stillness/repose) are 
basically understood correlatively (xiang dui eryan "s).
Where there is motion there must be stillness; where there is 
stillness there must be motion; and in garden scenery, stillness is 
lodged in motion and motion arises from stillness. The 
multiplicity of their transformations and the subtle wonder of 
the scenery created emerge inexhaustibly layer after layer. This 
is what is called penetrating the transformations (tong qi bian 
i E ^ ^ ) ;  the patterns of the world are accomplished thereby.
For example, as one sits in repose in a pavilion, the hanging 
clouds and flowing waters, birds flying and flowers falling, are 
all [in] motion. Among passing boats and people walking, rocks 
and trees are in repose. Still water is in repose and the fish in it 
are moving. As stillness and motion interweave, they naturally 
create fine [aesthetic] interest. Thus scenery emerges as one 
observes motion while in repose and stillness while in motion.
The terms in which the experience of garden design are couched in 
Professor Chen’s work seem readily assimilable to Western understandings.
Ibid., Chinese text, 89.
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Even though one would not expect the mutuality of motion and stillness 
discussed in this passage to be treated in Western discourse in the same 
way, the particulars of garden experience (hanging clouds, flowing waters, 
etc.) seem very much like a phenomenological account of motion in 
Western gardens. Like most readers of Professor Chen’s work, I had 
thought that his remarks were relatively straightforward and self-evident. 
But the more I considered them overall, the more puzzling I found them. In 
the following discussion, I shall argue that to the extent that Professor 
Chen’s remarks might appear self-evident, they might actually constitute an 
obstacle to a deeper understanding of motion and Chinese gardens.
Three strategies will be deployed in the course of this discussion: (1) 
articulating the assumptions and inferences on which the self-evidence of 
Professor Chen’s remarks may depend. This would be one way of enlarging 
the considerations that Professor Chen had raised in a very compact way. 
Considering that dongguan and jingguan are the matter of first and foremost 
consideration in garden design, it is striking to note that Professor Chen 
devoted less than a thousand words on them in more than fifty years of 
scholarship. (2) Highlighting Western sources that instantiate inappropriate 
or irrelevant assumptions that one should not impute to the cultural horizons 
of Chinese discourse. (3) Correlating investigations of garden history and 
comparative philosophy. In what follows, I will draw especially on the 
recent work of Wu Kuang-ming.
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Discovering Layers of Meaning
The traditional terms that Professor Chen invokes— dong and jing—are 
prominent in a range of traditional Chinese discourses. There are three 
historical strata of usage involved.
1. In classical philosophy, the Daoist masters Laozi and Zhuangzi 
iff"? developed the notion ofjing  (quietness, stillness) as the natural 
disposition of sages.3 In other domains of human endeavour, for 
instance, in military strategy, the movement and stillness of armies 
are discussed in terms of timeliness of activation and the propensity 
of situational forces. Dong and jing  are polar terms that require each 
other for their definition and derive from the basic understanding of 
alternations in terms of yin Pt? and yang P§. Yin is becoming-yawg 
and vice versa; similarly motion {dong) and stillness (jing) are 
mutually implicated.
2. From the Song period (960-) onwards, in Neo-Confucian 
philosophy, responding to what was then considered the gradual 
decline of Chinese culture, Zhou Dunyi joJI&EM (1017-1073), Cheng 
Yi m m  (1033-1107), Cheng Hao @ 0  (1032-1085) and others 
reiterated the importance of jing as a sagely disposition, but 
countered what they perceived to be a quietistic attitude in Daoism 
and Buddhism that might be contrary to social action by pointing to 
a sense of ding gl or settledness in both jing  and dong4 This 
settledness does not mean a lack of movement, or “a stolid
3 Zhang Dainian, Zhongguo zhexue dagang (Beijing: Zhongguo shehui kexue 
chubanshe, 1982), 438.
4 Ibid., 439f.
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imperturbability or fixation on a set destination but as maintaining a 
clear direction, an unswerving orientation in conduct.”5 This 
became the immediate context of discussions of gardens and 
buildings in the Song and Ming periods when we find buildings 
called Jing Zhai f f  ^  (Studio of Stillness), Le Jing Zhai 
(Studio of Happiness in Stillness) and such like. In the personal 
literary collections in the Imperial Library (Si ku quan shu
H), there are over 3300 essays on buildings and gardens 
from the Ming period alone. Scanning their titles, one finds three 
buildings each named “Jingguan” (Viewing in Repose).6 The essays 
that discussed these buildings all refer to the philosophical context. 
Indeed, jingguan is discussed as very much a matter of self- 
cultivation, of the fusion of subject and object rather than as a matter 
of the making of scenic compositions. Although it is beyond my 
achievement to have read all the relevant essays in the Imperial 
Library, it appears that jingguan was not a common term of 
discussion in them. I have not been able to locate any usage of 
dongguan at all in this body of sources.
3. With Professor Chen’s work, one finds a distinct shift in the focus of 
concern from self-cultivation in literati discourse to garden design 
and the experience of gardens in a twentieth-century or
Peter D. Hershock, Liberating Intimacy: Enlightenment and Social Virtuosity in Ch 'an 
Buddhism (Albany,New York: State University of New York Press, 1996), 100.
6 Wang Ao (12 September 1450-14 April 1506), “Jing Guan Lou ji” (Record of the 
Storied Pavilion for Viewing in Stillness), in idem, Zhen ze ji, Yingyin Wen Yuan Ge 
Si ku quan shu (Taibei: Taiwan Shangwu yinshuguan, 1983-86), vol. 1256, 291. Wang 
Bo (provincial graduate of 1538), “Jing Guan Tangji” (Record of the Hall for 
Viewing in Stillness), in idem, Lu Zhai ji, Yingyin Wen Yuan Ge Si ku quan shu, vol.
1186, 75. Sang Yue (fl. 1465), “Jing Guan Ting ji,” in Ming wen hai, ed. Huang 
Zongxi, Yingyin Wen Yuan Ge Si ku quan shu, vol. 1456, 643.
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contemporary setting. On the one hand, he echoes the traditional 
correlative understanding of dong and jing\ they are understood as 
giving rise to each other and being interwoven in experience. But 
dong and jing as the terms of an inner psychomachy in the process 
of self-cultivation has been kept out of the frame of discussion. 
Drawing on the traditional correlation of dong and jing, Professor 
Chen operated analogically to fashion a new key term dongguan as 
the counterpart of jingguan. Jingguan had in earlier discourse 
referred to a particular contemplative state in encountering scenery 
and the affairs of the world in general, or, more accurately, to the 
particular character of regard that is paid to things. In the new 
context of Professor Chen’s work, as viewing in repose, it came to 
characterize a manner of encountering garden scenery from a fixed 
vantage point.7
Taking Bearings
Two preliminary observations may be interposed here, one methodological 
and one cross-cultural:
(1) When I set out to write about the sense of motion and Ming gardens, I 
had turned to Professor Chen’s remarks because I thought that they would 
provide a starting point for the interpretation of Ming sources. The remarks 
on dongguan and jingguan that I have adduced are not so much a historian’s
7 See for example Chen Congzhou, ed. Zhongguo yuanlin jianshang cidian (Shanghai: 
Huadong shifan daxue chubanshe, 2001), 996-997.
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explications of two traditional notions but are more akin to contemporary 
extensions of traditional terms. Professor Chen’s remarks are creative in 
that they extend a traditional understanding of motion/stasis in the domain 
of garden design. Instead of holding Shuo yuan as a secondary source that 
can offer assistance for interpreting primary sources from the Ming period, I 
began to sense a blurring of the distinction between primary and secondary 
sources. The explication of Professor Chen’s remarks would occur in 
tandem with the exploration of traditional sources; they would be mutually 
illuminating.
(2) Professor Chen is invoking a traditional frame of reference that he 
assumes his readers would share with him and so he adduces terms without 
highlighting their cultural specificity. Among modem scholars of Chinese 
gardens, Professor Chen was unique in his attempt to instantiate and 
perform traditional manners of discourse. His writings are widely 
appreciated for their literary quality and are read as belle-lettristic pieces as 
for their substantive content. Tone and rhythm take the upper hand in 
maintaining a sense of coherence in his writings, while logical and historical 
argumentation take the back seat. Shuo yuan addresses a general literate 
readership and roams informally across different Chinese fields of artistic 
and cultural endeavours. This informality has tended to encourage casual 
readings in which the cultural specificity of the text is most at risk. This 
risk might be increased in the contexts of translation and assimilation to 
Western horizons of tourism and of architecture and landscape architecture. 
Two Western books on Chinese gardens will serve to highlight some 
divergences.
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Misreadings
In his Scholar Gardens o f China (1991), R. Stewart Johnston cites Professor 
Chen’s discussion on viewing in motion and viewing in repose in apparent 
agreement, but Johnston discusses “design concepts and techniques” in 
terms of “the placing of objects,” “the organization of space,” and “the
o
organization of movement.” Here we can see a profound shift of 
perspective. Whereas Chen highlights a sensibility of movement as the first 
and foremost consideration, Johnston names “the siting of [built] objects” as 
the first objective in Chinese garden design.9 Whereas Chen’s sensibility of 
movement is contextualized by an awareness of the relative sizing of 
particular sites, Johnston de-emphasizes the sense of relative sizing by 
pursuing a comparative analysis of movement in six Suzhou gardens using 
plans of different scales.
Professor Chen’s discussion of motion/stillness as eventful correlation — 
“sitting in a pavilion, passing clouds and flowing waters, birds in flight and 
flowers falling” — contrasts with Johnston’s formalistic view of gardens as 
objects and space, in which movement is organized according to an a priori 
plan. W hereas people and all manner of natural phenomena are caught up 
in Chen’s account of motion/stillness, Johnston’s understanding of 
movement is centered on objectified human bodies in space. The third and 
last objective of garden design in Johnston’s account, “the organization of
R. Stewart Johnston, Scholar Gardens of China: A Study and Analysis of the Spatial 
Design of the Chinese Private Garden (Cambridge: Cambridge University Press, 
1991), 74-93.
9 Ibid., 74.
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movement,” entails “pathway routes throughout the garden, laying down 
and ordering the patterns of movement which linked and penetrated every 
part and which acted as the structural spine of the garden.”10 One gets the 
sense here that the static formation of the garden in plan orders the 
movements of human inhabitance. This one-way causal determination of 
movement contrasts readily with Chen’s mutuality of motion/stillness.
In Florence Lee Powell’s In the Chinese Garden (1943), readers are offered 
“photographic tours” of two Suzhou gardens. This is the first Western 
attempt to present a sequence of photographs that evoke the experience of 
moving through a Suzhou garden. Powell takes her readers through a 
darkened passage with wall opening, through which the central part of the 
garden can be seen. She points out that “The Chinese enjoy their gardens 
sitting down and have pavilions conveniently placed.”11 We can draw out 
three assumptions of Powell’s photographic narrative: first, movement 
through the garden is a movement through empty space. Spaces of 
movement and of repose are separate; movement of the human body 
through these spaces are highlighted, and other movements are kept out of 
consideration. This can be contrasted with the interweaving of motion and 
stillness in human and natural phenomena in Professor Chen’s work. 
Second, the meanings of scenic elements are static and codified as 
“symbolism”: for instance, rocks and mountains represents the yang and are
Florence Lee Powell, In the Chinese Garden: A Photographic Tour o f the Complete 
Chinese Garden, with Text Explaining its Symbolism, as Seen in the Liu Yuan (The Liu 
Garden) and the Shi Tzu Lin (The Forest of Lions), Two Famous Chinese Gardens in 
the City ofSoochow, Kiangsu Province, China (New York: The John Day Company, 
1943) ,  30.
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correlated with man, the good, while water represents the yin and is aligned 
with woman and trouble. This level of interpretation is absent in Professor 
Chen’s work. Third, one takes pleasure in what one sees: for example, 
Powell calls the reader’s attention to a reflection “framed by the leaning and 
supported old camphor tree with its soft green foliage” and which “offers 
joyous relief from the severity of winter.” What is missing here are the 
poetic allusions and sentiments that Professor Chen would insist are the 
evocative counterpart of scenery.
In what follows, I shall discuss a series of Ming essays that challenge the 
relevance of these assumptions for the study of some Chinese gardens.
“Replenishing the Empty”
It would not be a surprise to contemporary landscape architects that the 
world in which they operate is not simply a visible world. Ecological 
processes, for instance, are not always immediately perceivable, and yet in 
much of Chinese garden history, we are still under the spell of a perceptual 
faith in the idea that upholds the authority of photographic presence. But 
there are telling signs in modem scholarship that the time is ripe for 
challenging the idea that one can simply enjoy a Chinese garden by walking 
through the empty spaces and structures of a garden to discover the scenery 
it presents in full view. The notions of “the empty and the full” (xu-shi 
ill jlf) and “replenishing the empty” (buxu MIlH) in Chinese discussions are 
helpful for challenging this idea.
12 I b i d . ,  3 2-3 3.
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Xu, “empty”, is in traditional terms correlative to shi, “full.” In Professor 
Chen Congzhou’s discussion of dongguan and jingguan, the polar 
relationship of the full and the empty is highlighted: “If a garden has no 
water, no clouds, no shadows, no sounds, no radiance at dawn, no setting 
sun at dusk, there is nothing with which one can speak of natural interest 
{tianqu The empty is what the full relies upon.”13 Professor Chen
refers here to both Chinese painting and garden design. Water and clouds 
are often shown in paintings as blank areas of paper that are nevertheless 
charged with qi, while shadows, sounds, and changing light in gardens are 
considered insubstantial, hence “empty.” In this traditional understanding 
of xu, the empty might refer to clouds and sounds and such. It is not just an 
inert blank, the “voids” that contrast with “solids” in modem architectural 
understanding. This is one of the reasons why one must be cautious in 
invoking the notion of empty space in conceiving of movement in Chinese 
gardens and reading too literally Professor Chen’s writings.
In his study of the aesthetics of Chinese gardens, Jin Xuezhi discusses the 
notion of buxu, “replenishing the empty.”14 He explains that the “empty” 
can be temporal and cites the late Ming literatus Zhong Xing Ht® (13 
August 1574 - 4 August 1624)15: ‘“Generally, in viewing garden dwellings, 
winter and autumn [scenes] are hard to make fine’ ... even though one visits 
at a particular season, one can provide for the qi of the four seasons by
13 Chen Congzhou, Shuoyuan, Chinese text, 89-90.
14 Jin Xuezhi, Zhongguoyuanlin meixue, 412-414.
15 On Zhong Xing, see Dictionary o f Ming Biography, ed. L. Carrington Goodrich & 
Chaoyang Fang (New York: Columbia University Press, 1976), 1 ; 408-409.
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imagining it.”16 In the Qing dynasty, the Qianlong Emperor echoed this 
understanding in his poem on “Accumulated Snow on the Southern 
Mountain”: “This scene is only suited to poetic imagination / For 
contemplation one has to wait until deep winter.”17 Here the appreciation of 
gardens is clearly shown to involve an imaginative engagement with what is 
not physically around. But as we shall see below, replenishing the empty 
is not an entirely imaginative act in a way that is exclusive of visual 
perception. Indeed, enjoying what is around in a garden is as much a matter 
of skill and understanding as imagining what is not around.
Great Views and Mere Views
This is brought out in sharp relief in a discussion that explains the difference 
between mere views and great views in the “Guan Shui Xuan ji”
(Record of the Pavilion for Viewing the Water) by Shao Bao #Pjlf (1460-1 
August 1527). Shao was an adherent of the Neo-Confucian school of the 
Cheng Brothers and Zhu Xi yfc 5; who occupied a number of official posts, 
including that of minister of rites. The Pavilion for Viewing the Water 
turns out to be a boat that Shao calls a pavilion. In his essay, Shao reports a 
conversation between a guest and himself. The guest asks: “Is what you call
1(1 Jin Xuezhi, Zhongguoyuanlin meixue, 413. Zhong Xing’s text, “Mei hua shu ji”
(Record of the Plum Blossom Villa) can be found in Chen Zhi & Zhang Gongchi, eds., 
Zhongguo gudai mingyuanjixuanzhu (Hefei: Anhui kexue jishu chubanshe, 1983), 
215-219. “Being replete with the qi of the four seasons” is also a literary value, see 
Jin Xuezhi, Zhongguo yuanlin meixue, 413.
17 Jin Xuezhi, Zhongguo yuanlin meixue, 413.
18 See Dictionary o f Ming Biography, 1: 619; and Mingren zhuanji zhiliao suoyin, ed. 
Guoli zhongyang tushuguan (Beijing: Zhongluia shuju, 1987), 288. For details on 
Shao’s activities as an educator, see John Meskill, Academies in Ming China: A 
Historical Essay (Tucson, Arizona: University of Arizona Press, 1982), 32-33, 36-38, 
73-75.
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‘viewing’ a looking at the depth of the water in order to wade through it, a 
looking at the direction of the current in order to cross it, or a looking at the 
clarity or muddiness of the water in order to wash yourself in it?”19 
“Washing yourself’ is an allusion to a passage in Mencius 7A.55: “When 
the cang lang waves are clear, I can wash my hat strings in them; when the 
cang lang waves are muddy, I can wash my feet in them.”20 This refers to 
timely action: taking office in times of righteous government and dipping 
one’s feet in water while living in reclusion during periods of corrupt 
administration. The guest was mindful of viewing the water as a 
discerning of the timeliness of action, but Shao wants to reject any construal 
of “viewing the water” that may involve a homocentric point of view: 
“These are all looking from the vantage point of humans,” Shao said, “and 
not a great view, for a great view would contemplate Heaven from the 
vantage point of Heaven. It would focus on the flow of the water, the waves 
of the water, and the swell of the water and only then would the Way be 
brought into view. For the flow of the water can be used to show its body; 
the waves can be used to show its original [force], and the swells can be 
used to show its patterning. Are these not all great views of the world?”
The guest does not understand why the aspects of water that Shao focuses 
on are great views while those he had proposed are not. He concedes that 
“to wade, cross, and wash oneself are all [the doings of] humans,” but he
19 Shao Bao, Rong Chun Tang qian ji, Yingyin Wen Yuan Ge Si ku quan shu, volume 
1256, page 291. All quotations from this text hereafter can be found on page 291.
20 See D. C. Lau, Mencius (Harmondsworth: Penguin, 1970), 121.
21 See Xu Yinong, “Interplay of Image and Fact: The Pavilion of Surging Waves, 
Suzhou, ” Studies in the History of Gardens & Designed Landscapes, 19, 3/4 (July- 
December 1999): 293.
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retorts, “Depth, flow, relative clarity of the water, why would these not be 
the work of Heaven but [the doings of] humans?” Shao replied, “Heaven 
and humans are common in the Way and differ in their functioning.. ..the 
flow of a body, the waves issuing from a source, the patterning of a swell 
are not mere views but are all grand views of the world....The Way fills 
Heaven and Earth, only that it might not be manifest. If it were manifest, 
would not everything that one sees be flows, waves, and patterns, and would 
not every situation be a wading, crossing, or an ablution?”
In Shao’s account, a great view is not distinguished as a kind of scenic 
phenomena but as a horizon of understanding that sees the flows and 
patterning of water as all part of the transformations of the Way. Humans 
are caught up in and carried along by this cosmic flux. The character xuan 
$T, translated here as “pavilion,” has the radical “carriage” $  — the 
pavilion is etymologically a vehicle. Thus both boat and pavilion are 
“vehicles that carry people along the Way.” Seeing the water in this manner 
metaphorically brings out the broader understanding that everything that 
one sees are “flows, waves, and patterns.” Thus every situation is a kind of 
wading, crossing, or ablution, and what has been displaced is the horizon of 
perception dominated by a homocentric concern with the consequence of 
the water for human activity. The great views of the water are obtained, 
instead, when one has adjusted one’s horizon of understanding (which is not 
fixed but changeability itself) and pays a special regard to water.
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Engaging with Water
In order to probe further into the implications of such a shift of horizons of 
understanding, I shall turn to a later text, the “Shuang Lai Ting Ji”
(Record of the Pavilion of Vigorous Sounds) by Yuan Zhongdao 
(1570-1623).22 Yuan Zhongdao was a famous literary figure who 
was at one time director of the Bureau of Appointments in the Southern 
Ministry of Personnel. Among his works is a text on Chan Buddhism. In 
the “Record of the Pavilion of Vigorous Sounds,” Yuan describes his 
encounter with a spring that turns into a waterfall. At the base of the 
waterfall there are some rocks, and he would often sit there. Whereas the 
Pavilion for Viewing the Water had emphasized looking at flow and 
patterning of water, here Yuan’s experience of the flowing waters of Jade 
Spring is primarily aural. He recounts the experience as a meditative 
process leading from a sense of inner disarray to one of inner stillness.
When I first went there, my qi was fickle and my mind (yi) was 
full of clamor. My ears and the spring could not penetrate each 
other deeply. The wind among branches of trees and the birds 
of the valley could still disturb me. Then I closed my eyes and 
practiced breathing, retracting my gaze, turning back my 
hearing, refusing the ten thousand affinities, and losing myself 
and sense of others, and then the transformative dispositions of 
the waterfall emerged in a hundred ways.23
Here the term qi denotes the dynamic or inherent and unceasing vitality 
in a processual world. It can be likened to Spinoza’s conatus, that which
22 Yuan Zhongdao, “Shuang Lai Tingji,” in idem, Ke Xue Zhai j i , 3 vols. (Shanghai: 
Shanghai guji chubanshe, 1989), 2: 654-656. On Yuan Zhongdao, see Dictionary o f  
Ming Biography, 2:1638 and Mingren zhuanji zhiliao suoyin, 423.
23 Yuan Zhongdao, “Shuang Lai Tingji,” 655.
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makes an entity a particular entity and becomes its vitality.24 Meditative 
practice focusing on qi is related to Daoism and later Confucian traditions 
where the quality of qi links the quality of human life and the life of the 
world. As Peter Hershock puts it, “The harmony of all things is not 
provided for by substance, form, a divine being, or even the laws of 
‘nature,’ but by changeability.”25 In contrast with Merleau-Ponty’s 
phenomenology of perception, the engagement of the author with the 
waterfall does not yield a multi-sensory awareness of the body-subject, but, 
to the contrary, it proceeds from a closing-off of sight, hearing, sense of self 
and others. It proceeds from a breathing practice. Yuan’s meditative 
breathing is a tuning that at first attends to the “transformations” of the 
waterfall.
At first it sounded like mournful pines and fracturing jade; then 
it sounded like a string plucked with a metal plectrum; then it 
sounded like sudden thunder and terrifying trembles that rocks 
the rivers and mountains. Thus, as my spirit became more 
still/quiet, the waterfall became louder. The loudness of the 
waterfall entered my ear and infused my heart, make it reverent 
and dispassionate; cleansing my lungs and bowels and washing 
away all dust and grime, rinsing away my memory of personal 
circumstance and uniting life and death. Thus the louder the 
waterfall, the more quiet/still my spirit became.26
The progressively louder sounds that he describes here correspond to 
different levels of meditative practice. Wu Kuang-ming tells us that the
24 Wu Kuang-ming, On Chinese Body Thinking: A Cultural Hermeneutic (Leiden: E.J. 
Brill, 1997), 156. Wherever appropriate, I have made consistent the transliteration of 
terms by converting those in Wade-Giles to pinyin.
25 Hershock, Liberating Intimacy, 150-151.
26 Yuan Zhongdao, “Shuang Lai Ting ji,” 655.
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ways in which humans enter reciprocity are construed in terms of the flow 
of qi. The expansive flow of qi is termed “shen [?$], usually translated as 
‘spirit’.... the spreading dynamism of the spirit and qi are both a thing and 
an act. On the one hand, neither shen nor qi can be pinned down as a thing, 
an It. They are pure movement, going-through and change things.... On the 
other hand, shen and qi are things, for they can be named and confronted as 
they are, recognized as different from, say, a stone.”27
Human life and the life of the world are a function of the balances and 
interfusions of qi, and so the in-flowing of the spring that Yuan describes is 
to be understood as opening himself to the free circulation of the energies of 
the spring. But the efficacy of this interfusion is mutual, and so Yuan 
writes: “As for what the spring obtained from me: I cleared up the 
obstructions along its course, removed the wild grasses along its banks and 
dredged the sands and mud at its bottom. I prohibited people from washing 
their feet in it and also cattle and horses from trampling into it.” The 
benefits that Yuan himself obtained in the encounter are summarized in this 
way: “I used to be afflicted with burning anxieties. Roots would grow in 
front of me and creepers behind me. My teachers and friends could not 
exhort me, and talismans could not cleanse me. Yet as I encountered this 
cold, cold spring, the limitless brambles [inside me vanished] like the thin 
melting ice under the sun in Spring or the sheaths covering the joints of the 
bamboo being pulled off by autumnal winds. The merits of the spring in 
this regard are certainly not insignificant.”29 Both person and spring
27
28 
29
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Wu, On Chinese Body Thinking, 155.
Yuan Zhongdao, “Shuang Lai Ting ji,” 655. 
Ibid.
achieve an improved flow by removing impediments as they engaged with 
one another.
Yet engagement cannot be satisfied by a fleeting encounter, or even a 
moment of aesthetic bliss. Yuan explains that he wanted to be with this 
spring constantly, but the searing sun and heavy rain prompted him to stay 
away on occasion and he would feel at a loss. He then decided to construct 
a pavilion: “I made a plan with the mountain monks to bind together water- 
mallows (mao |p )  and make a pavilion on the spring. I placed windows on 
all four sides of the pavilion so that one could sit or lie down in it. When 
the pavilion was completed, I sighed and said, ‘The arrogant sun will not be 
able to drive me away, and the fierce rain will not be able to expel me. I 
would come here in the company with the bright moon and then would not 
leave even for sleeping and dreaming. Now I have really obtained this 
spring!’”30
Thus design intervention is undertaken after the experience of the spring. It 
is not an a priori plan that ushers into existence a new experience or 
functionality. It is an improvisation responding to an on-going concourse of 
person and spring. The harmony (he ^U) of person and spring can be 
elucidated in terms of the definition of he as xiang yang ffijS, mutual 
responsiveness, in the Shuo wen the earliest dictionary of classical 
Chinese. The on-going, negotiative nature of the responsiveness stands in
Ibid.
Hershock, Liberating Intimacy, 79. See also David L. Hall & Roger T. Ames,
Thinking from the Han (Albany, New York: State University of New York Press, 
1998), 180ff.
30
31
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clear contrast to European understandings of harmony in terms of fixed 
ratios. This mutual responsiveness is repeatedly underlined in Yuan’s 
account of the spring. The ideal of universal agreement in Indo-European 
philosophy sometimes leads to a negative sense of discord. In the light of 
harmony as on-going care, discord is simply an occasion to be responsive. 
The construction of Yuan’s pavilion in response to the rain and sun can be 
taken in this sense, as an improvised responsive measure in an on-going 
process of the evaluation of person and spring.
Movement and Stillness
We have now gained a better standpoint from which to assess the traditional 
frame of reference that Professor Chen assumed his readers would share 
with him when he described the motion of clouds and birds in a landscape 
observed from a pavilion, and the stillness of rocks and trees when walking 
or passing in a boat among them. Far from providing a simple discussion of 
relative displacement, we can see that he was pointing to another level of 
mutuality between motion and stillness. Let us turn back again to our two 
Ming texts.
Master Shao’s discussion of water involves two orders of movement. First, 
at the level of the name of the boat-pavilion, there is an equivocation of 
movement and stillness. Calling a boat a pavilion crosses the line of 
commonsense that divides the mobile boat from the immobile pavilion. The 
result is a double disruption: the boat-called-pavilion seems to acquire extra 
steadiness while the pavilion acquires more wobbliness. Second, the
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movements of the boat-pavilion are relative to the movements of the water 
that carries it. It is possible to think about the relative movement of water 
and of the boat-pavilion in terms of empirical frames of reference (provided 
by a shoreline, for instance), but we should not lose sight of the 
interpenetration of movement and stillness suggested by the boat-as- 
pavilion. If the boat-pavilion were to be construed purely as a moving 
object against a shoreline, the whole point of naming the boat as a pavilion 
would be lost.
This double interpenetration of movement and stillness obviates a naive 
sense of spatiality that might be entailed by empiricist referentiality. Both 
boat and pavilion are functioning as vehicles relative to humans; what is 
highlighted is not their entification as “objects of use” but their on-going 
efficacy or functioning relative to humans. Naming the boat a “pavilion” 
was inviting a construal that the built structures are vehicles carrying 
humans along the flux of the world.
Master Shao tells us that it was after he had “successfully begged to be 
discharged from office” that he began touring with his boat. Thus the arena 
of advancement and setbacks in Shao’s official career gave way to the 
stillness of retirement that turns out to be a home-living with a double 
movement of “viewing the water.” We shall see below that this may be 
related to both an understanding of stillness that is penetrated by movement 
and also a critique of the unscrupulous pursuit of the upward movement of 
official advancement. Participating in the great flows of the transformations
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of the world is contrasted with the scheming, overweening, self-important 
climbers in officialdom.
We can see in Yuan’s account a whole series of movements and stillnesses: 
he came to the spring; his qi was initially fickle, the movement of winds and 
the sounds of birds disturbed him; as he listened to the spring, his spirit was 
stilled, the loudness of the spring entered his ears and infused his heart, and 
he felt cleansed. The loudness of the spring is correlated with his inner 
quietness/stillness. Meanwhile, there have been moves around the spring. 
He had been busy around the spring, trying to improve the flow of the 
spring. The construction of the pavilion of the pavilion allowed a place of 
repose in front of the roaring waterfall and warded off the driving rain and 
the searing sun. It is clear that movement and stillness are intermixed in 
Yuan’s account of Vigorous Sounds. He does not simply delight in the 
roaring motion and sounds of the waterfall. Thus stillness is achieved by 
engaging with the motion of the Way; motions along the water in the 
boat/pavilion, or the move from a fickle to a rested heart, contribute to 
stillness.
Scholarship as Movement
A social dimension emerges in Yuan’s discussion. It is clear that he was 
collaborating with the mountain (Buddhist) monks. He also declares that 
some people are not capable of listening to the sound of the spring: “kings, 
dukes, and great men of the world are not able to listen to it and also lack 
the leisure in which to listen to it. It is only reserved for lofty persons and
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untrammelled scholars to use for cultivating their spirit (.xingling t-feU).” 
Certain people have to be kept from washing their feet; the animals that 
might trample on the spring are also disciplined.
A comparable social dimension is found in the “Jian Shan Tang ji”
(Record of the Hall for Viewing the Mountains) by Fang Xiaoru 
7 j # f l  (1357 -25 July 1402), a statesman and Neo-Confucian scholar who 
was the most distinguished disciple of Song Lian (4 November 1310- 
12 June 1381). Fang Xiaoru’s essay tells us about a person by the name of 
Liang who built the Hall for Viewing the Mountains on a mountain that 
is especially fine among the many mountains of the Dongting area.
The bulk of Fang’s essay deals with the Hall in the words of Liang, and the 
setting of the Hall is explained in this way: “Liang said, ‘Examining the area 
to its west for 400 or so wu [half steps; i.e. 200 steps or so], one finds 
small mountains that are tall without being overbearing, crowded together 
without marshes/moors. Looking to the left and to the right, I delighted in 
it.’” Liang first cleaned up the site by chopping down brambles and 
removing refuse, then he made a perimeter wall around the area, made some 
steps by levelling some treads, planted a vegetable garden at a fertile spot, 
adding a path where there is a thoroughfare, and cut down timber and 
chiselled stone to make the Hall. Liang said, “When the Hall was 
completed, I looked around at the mountains. They loom forward to offer 
shelter in the front and screened off the back. Clouds seem illusory and the
32 Fang Xiaoru, “Jian Shan Tang ji,” in idem, Xun Zhi Zai ji, Sibu biyao edition, 17.47b- 
49a. On Fang Xiaoru, see Dictionary of Ming Biography, 1:426-433; Mingren zhuanji 
zhiliao suoyin, 12; Indiana Companion to Traditional Chinese Literature, ed. & comp. 
W. H. Nienhauser, Jr. (Bloomington: Indiana University Press, 1986), 375-376.
33 Fang Xiaoru, “Jian Shan Tang ji,” 17.47b
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mist deceptive. Forests are exceedingly deep and rocks especially refined. 
The cries of birds and fouls, monkeys and squirrels, the transformations of 
cold and hot weather, dusk and dawn are received by one’s ears and eyes 
and moves one’s heart and intent. There is much that can benefit humans. I 
thereupon named this hall ‘Viewing the Mountains.’ I asked various 
masters to discourse on scholarship in it and to record it for me.”34
We can articulate four elements of this setting: (1) a parity of vantage point 
offered by the Hall with the assembled mountains in front (tall without 
being overbearing); (2) the distance that allows “the splendour of the 
assembled mountains to be taken all in a view,” (3) the acoustic presence of 
animal life and (4) the movement of life in cyclical repetitive rhythm 
(clouds and mist, transformation of weather and dawn and the dawn as 
night-tuming-into-day and dusk as day-tuming-into-night). What is striking 
is that the mountains are not described very much at all. Liang does not 
comment on the form of the mountains, and their relationship to each other. 
Viewing the mountain is listening to the monkeys and pursuing a time-ly 
understanding of landscape; it is neither a gaze nor a glance.
Liang continues by contrasting those who can see the mountains and those 
who cannot. The crux of the problem is desire and egocentric indulgence, 
and here a social dimension emerges just as he attacks rock-climbing tree- 
huggers:
34 Ibid., 17.48a.
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Everyone with eyes can see the mountains of the world. Yet 
many are hoodwinked by their desires. Those who are fortunate 
in not having other desires and see the mountains are plagued by 
seeking them too obsessively and taking them in too 
extensively, so that they cannot attain anything. Now 
woodcutters are blinded by firewood, city dwellers, butchers and 
merchants see mountains every day and are as though they did 
not see them— they are blinded by commodities and profits. 
Scholar-officials are anxiously absorbed in rank and 
emoluments; the talented are anxiously absorbed in name and 
reputation, everyone scheming and enslaving their purpose to 
what they desire. They all have something that blinkers them 
and deprives them of the rectitude of their ears and eye. They 
see as if  they do not. Only refined persons and quiet scholar- 
officials leave behind external things and are not addicted to 
them, and so they alone can see [the mountains]. Yet many of 
them are excessively devoted to scenery that is rare and unusual, 
or refined and beyond compare. They do not reach the greatness 
[of the mountains]. As for those who climb trees and clamber 
up cliffs, exhaustively exploring the dangerous and strange, 
wearing out their shoes and clogs and tiring their bodies, and 
still do not feel tired of it —  what they are able to get out of it is 
surely meager.35
The greedy grab-everything attitude of those who cannot see is contrasted 
with skilful people. What distinguishes the wise from their greedy fellows 
is a focused disposition that informs selectivity: “They take hold of what is 
crucial in order to view their mysterious wonder. They obtain one [aspect 
o f a] thing and encompass a hundred more. Everything that they receive 
with their eyes they would meet in their hearts. What one’s heart meets is 
always sufficient for one’s use and one is not enslaved by it.... Thus the 
exemplary person {junzi W\i~jP) delights in it. Something like the Hall for 
Viewing the Mountain approximates this.”36
35 Ibid., 17.48a-48b.
36 Ibid., 17.48b.
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Liang moves to an analogy between viewing the mountains and the conduct 
of scholars. Just as there are those woodcutters, traders, and others who are 
blinkered and just as those nature-connoisseurs and rock-climbing tree- 
huggers who want to “see everything” and get little out of their run-around, 
Liang points out that some people who try to learn from the words of the 
saints and sages face similar predicaments.
They do not see the authenticity of the Way because there is 
something that blinkers them. If there is nothing that blinkers 
them, they may be dazzled by the richness of rhetoric. They 
hanker after the excellent and encyclopedic, seeking remote 
splendors and fail to grasp their crux. Thus in the end they have 
nothing to rely upon for getting somewhere. Only those who 
understand what is important can seize the great middle in order 
to order the myriad patterns (//' JM), abide in stillness in order to 
regulate the ten thousand transformations, understand things 
comprehensively and not wear out their talents, and have 
abundant functionality without limit. This is what is called 
being skillful in scholarship. Therefore, how could this Hall be 
merely used for the sole purpose of viewing and touring?
We are told, in effect, that viewing the mountains and being devoted to 
scholarly learning exercise the same skill of grasping the crucial in a 
situation. In learning the Way, abiding in stillness is the crux of regulating 
the ten thousand transformations. As one looks out from the Hall for 
Viewing the Mountains, one sees the mist and clouds, and hears the cries of 
monkeys and birds and follow the dawn and the dusk. These are the 
transformations of the Way for those who can grasp the crux of the scene.
37 ibid., 17.48b-49a.
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Interestingly, stillness is said to be the crux of regulating the ten thousand 
transformations. The resonance of inner stillness with the enjoyment of the 
landscape outside parallels the concourse of person and waterfall I have just 
discussed.
Thus the skill of “grasping what is crucial” is what effectively distinguishes 
those who can see from those who see but it is as if they do not. I would 
suggest that the social groups that Fang Xiaoru and others deride need not 
be understood as essentialist categories. They are concrete universals 
generalized from contingent circumstance and inherent tendency. Yuan 
Zhongdao is explicit about the fickle qi and poor relation with the waterfall 
and from this one can surmise that “person” is “process” so that “those who 
cannot see” are really “those who cannot see right now” and the trajectory 
of their becoming is contextually contingent.
Remoteness and Depth
In the foregoing discussion of the Hall for Viewing the Mountains it has 
emerged that a certain distance is involved in taking the splendours of the 
mountains all in one view, even though the focus does not appear to be on 
the fine forms of mountains but on the cries of animals and such. The name 
“Viewing the Mountains” is a recurring name in Chinese garden history. It 
refers to a famous couplet of Tao Yuanming (365-427) which we
have already encountered in the preceding discussion on “borrowing 
views”: “Plucking a chrysanthemum under the eastern fence / Distantly I
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see the Southern Mountains.”38 The line immediately before this couplet 
reads, “When the heart is remote, the site becomes like it.” The “Xin Yuan 
Xuan j i ” (Record o f the Storied Pavilion of the Remote Heart) by
Zheng Zhen a provincial graduate (ju ren ^ A )  o f 1372 who held the 
post o f instructor o f Guangxin iMin,39 links both the theme o f the 
remoteness o f heart and viewing a landscape from a distance:
The residence of Yu Mingben A  of Wu ^  fronts onto
Huaicheng There he constructed a storied pavilion called
“Remote Heart.” His friend from his hometown, Chen 
Zhongliang El., told me, “Mingben and I have lived here 
for a long time because we love the beauty o f its customs and 
cannot bear to leave. This storied pavilion overlooks the city 
from within the walls and gates [of the residence]. Ten 
thousand houses in rows like fish-scale are clustered together. 
Long streets and wide lanes crisscross the city. Carriages fill 
them, and horses gather on them. Garments, caps, rituals, and 
music, everything that is used for pleasing one’s eyes and 
dazzling one’s eyes are inter-mixed there. Looking from a 
distance at Mount Huai and the Hao River, the mountain ranges 
are continuous [with each other] and the shorelines are 
connected [with each other]. The splendor of kingly precincts 
and hot springs, palaces and gardens, the radiance of 
auspiciousness and fine atmosphere are lively and somber. 
Looking within a small area, there is a luxuriant air testifying to 
the appropriateness o f the transformational and educational 
[forces o f Heaven and Earth].40
Yu Mingben and his friend Chen have stayed in this area because they are 
attracted to local customs, that is, the repetitive and harmonious
38 A. R. Davis, T ’ao Yüan-ming (AD 365-427): His Works and Their Meaning, 2 vols., 
(Cambridge: Cambridge University Press, 198)3, 1: 96.
39 On Zheng Zhen, see Dictionary of Ming Biography, 436; Mingren zhuanji zhiliao 
suoyin, 787.
40 Zheng Zhen, “Xin Yuan Xuan ji,” in idem, Yongyang wai shi ji, Yingyin Wen Yuan 
Ge Si ku quan shu, vol. 1234, p. 63.
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development of social life. Teeming life in a cityscape is set in a larger 
order of landscape, and the splendid scene is immediately attributed to the 
appropriate actions of those who guide the transformation and education of 
the life of this city. The motion of city life is viewed from a distance, but it 
is clear that Yu and his friend participates in social exchanges according to 
the customs. The pattern of Yu’s life is an oscillation between the remotion 
of the storied pavilion and the daily engagements.
Yu Mingben’s friend Chen has asked Zheng Zhen to compose a piece about 
the storied pavilion, and Zheng questions him, “Mingben lives in this 
storied pavilion, neither leaving his desk nor passing beyond the threshold 
of his gate in order to make a remote heart: where would he like his heart to
be?”41
Zheng then makes a discourse on the name “Remote Heart” and quickly 
links it to the idea of something beyond words. The heart, he says, “is 
something spiritual, numinous, and unfathomable. Its body is replete and its 
functioning comprehensive. Coming upon the smallness of a single event or 
a single thing, it can comprehend the gathering of ten thousand patterns; 
imaging the space of an instant or a breath, it reaches well into the eight 
directions. It does not limit itself to the lowly and the proximate, nor does it 
vacillate anxiously between the shallow and the shabby. There is an order to 
this, and the body is thereby calm and composed. How could brushes and 
tongues convey it in words?”42 Thus the heart is not the locus of emotions,
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as it is understood in Western cultures, but rather the locus of mutual 
understanding through which human beings may engage Heaven and’Earth.
Zheng gives Tao Yuanming as an example of the remote heart:
I think of the ancients such as the Recluse of Chaisang [i.e.
Tao], who understands this precisely, and so his poem says, 
‘Setting up a thatched hut in the realm of people / as one’s heart 
is remote the site becomes like it.’ Was he someone who was 
swayed by external things? I imagine him ‘plucking the 
chrysanthemum at the eastern fence’ and ‘distantly seeing the 
Southern Mountains,’ delighting in the return of the birds and 
thinking there was a true meaning therein. Yet desiring to argue 
for it, he had already forgotten the words. Thus the subtle 
wonder of the ten thousand transformations is already inside 
him as a silent communion. The air and manifestation of this 
heart is not something that other people can know. Only 
Chaisang would know it.43
So Tao Yuanming tells us that he has no words with which to tell us. But he 
offers a clustering of mini-stories: chrysanthemum picking, viewing the 
mountains, the birds flying. Wu Kuang-ming argues that this cluster 
indicates “an absorption in the here-now so much so that one forgets oneself 
right there, in the very point in which one lives—beyond any specificity.”44 
Curiously, Zheng never gives a direct answer to the question of where Yu 
would like his heart to be. It turns out to be a rhetorical question, and the 
answer seems to be locationally non-specific. If one is already in silent 
communion with “the subtle wonder of the ten thousand transformations,” 
the remoteness of one’s heart would not be a matter of quantitative distance
Ibid.
Wu, On Chinese Body Thinking, 322.
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from clamorous cities. Thus even though the storied pavilion does offer a 
view of the city from a distance, the writer is turning our thoughts toward a 
different understanding of distance. Remoteness is not a matter of empirical 
distance but is to be understood configuratively with the other mini-stories 
of Tao Yuanming’s poem. Tao’s poem is answering a question about why 
he can not-hear the clamour of city life while in its midst, and his 
explanation is to describe a situation, a concrete concentrate of details about 
space (southern mountains, eastern fence) and about time (birds flying 
home, sun in the west, i.e. dusk).
The “Xin jing ji” (Record of Heart and Scene) by Fang Hui ^f[U
(1227-1307), though from an earlier period, can help us understand what 
Zheng might be implicitly asking Yu Mingben to ponder and realize.45 
Fang says that people seek after remote sites and see only the “scene” and 
not the “heart.” He writes,
Only Tao Yuanming is not like that.... I once wrote an 
appreciation of his poem: “under the eastern fence, before the 
southern mountain, chrysanthemums waving...true meaning 
hovers distantly. I appreciate the mountain air close to the time 
of the sunset; joining the flying birds, I return.” People are not 
different from me...the heart is the scene, those who administer 
the scene and not their hearts, even though the scene is remote, 
their hearts are always nearby; those who administer their hearts 
and not their scenes, then even though the realm of people and 
tracks are nearby, their hearts are always remote.46
45 Fang Hui, “Xin jing ji,” in idem, Tongjiangji si juan.fu bu y iy i  juan (Yuandai 
zhenben wenji huikan) (Taibei: Guoli zhongyang tushuguan, 1970), 86-89.
46 Ibid., 87-88.
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Yu Mingben is admonished, ever so obliquely, not to merely enjoy the view 
and the customs but to realize the imperative of administering his heart. 
Distance is both inside and outside the person. But the admonition is itself 
an indication that not everyone who calls a pavilion “remote” appreciates 
what is at stake in the choices involved: seeing a mere view or a great view. 
Indeed, in another essay, a writer tells us that he had admonished a man 
about stillness and the man had said that he appreciated the discussion but 
could not manage it. Five years after he died, his son came to ask him to 
write a piece about this, so that the family can maintain the father’s intent.
The sense of remoteness is also valued in painting, poetry and landscape 
appreciation and we can find here a suggestive point about winding paths in 
Chinese gardens. Yun Ge (1633-1690) says in his “Ou Xiang Guan 
hua ba” (fgftffllif (Colophons to Painting from the Ou Xiang Guan): 
“Sense that is remote is valued; but it is not remote unless it is still; scenery 
that is deep is valued; it is not deep unless it is winding.”47 Here remoteness 
is correlated with stillness, but depth is correlated with winding movement. 
This is echoed by Li Yu (1610 or 1611 -  1680)(“One would 
intentionally make a detour in order to obtain a different interest.”) and by 
the Ming writer Cheng Yuwen (“Inside the door there is a path and
the path should be winding.”) A couplet now in the Beihai Park in Beijing 
shows us how winding path is related to the remote heart: “The scene winds 
in accord with the path, poetic sentiments becomes remote / Mountain with 
sparse trees, opens up a picture.”49 The implication here is that
47
48
49
Jin Xuezhi, Zhongguoyuanlin meixue, 385. 
Ibid., 308.
Ibid.
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encountering and moving in a winding scene, penetrating a depth bodily or 
in imagination, evokes an inward movement as one’s poetic sentiments 
become remote. Inward movement and outward movement are correlated.
The Ming essays considered in this discussion have three key rhetorical 
features: First, they are compacted stories that we can turn around in our 
minds to unfold the implications of the said and the unsaid. Second, there is 
a significant use of irony that sends our minds from one thing to another: 
something is both A and not A. For example, a pavilion turns out to be a 
boat; viewing the mountains is looking at clouds and listening to monkeys. 
And, third, storytelling is the main mode of discourse. The texts do not 
define concepts but develop notions by offering micro-narratives. The gist 
of the text emerges as one follows the story. If the chatty stories were 
removed, the meaning of the discourse would evaporate like morning dew.
What is especially striking is the manner in which the initially abstract 
theme of “motion and the experience of landscape design” can be explained 
by insertion into a series of multifarious texts about the distinction between 
great views and mere views, grasping what is crucial in a situation is the
j
common skill exercised in mountain-viewing and in scholarship, the remote 
heart, and so on. Starting with view-in-motion, the discussion takes the 
form of a ramification of themes. The discussion brings these themes into a 
neighbourhood, yet it is clear that these disparate themes cannot be 
substituted into a single category as themes of motion. They retain their
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singularity.50 A sense of the different ways in which movement and 
stillness are interwoven in Ming writings emerges through the ramification 
of themes. This ramification is reflected in the section headings of the 
present chapter.
A final image taken from “Yu Shan zhu” (Footnotes to Allegory
Mountain) by Qi Biaojia (1602-1645) can reinforce the lessons that
have been learned about the nuanced understanding of movement and 
stillness in Ming writings on buildings that offer an experience of landscape. 
Here, the richness of movement is clearly evident as an autumn turns into 
winter:
A winding gallery leads from the Thatched Pavilion to Pitcher 
Hideaway. Looking down through the gaps between the 
floorboards, one finds oneself standing above flowing water. 
Fantastic rocks jut upwards, and alongside the paths between 
these rocks giant Yundang and delicate Chill Jade bamboos 
sough in the autumnal breeze. A small pond of clear green 
water reflects the images of those passing by this way, making 
them appear like kingfishers playing upon the branches. My 
garden is long on open vistas but short of secluded spots. A 
place like this where one can whistle and sing is a place one can 
while the day away. Halfway along the gallery, a narrow path 
leads away towards the east and here a terrace is followed by a 
bridge, and the bridge in turn by an island. Red blossoms float 
upon the ripples and the deep green water cuts a transverse 
passage. But all this is not what most appeals to the mind of the 
Master of the garden, for when the autumnal river brings a sense 
of loneliness upon him, only the few Cold Fragrance hibiscus 
flowers found here will become, along with the distant peaks
50 See John Rajchman, The Deleuze Connections (Cambridge, MA: MIT Press, 2000), 
53-55.
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and the deep cold pond, his boon companions. It is for this 
reason that the ford has been named Hibiscus.51
There are several kinds of movement described in this brief passage: the 
relative movement of the visitor against the flowing water seen through 
boarding underfoot, the fantastic rocks jutting upwards and the bamboos in 
the breeze. This kind of movement is obvious. But then there is a sudden 
change of vantage point. We are invited to imagine the first series of 
movements from what seems to be the vantage point of the jutting rocks, 
where we can see the moving people reflected in the water. From this 
position, the people are like kingfishers playing upon the branches for, 
considered from the vantage point of rocks, human movements are just like 
other natural movements. Then there is a shift in the order of consideration: 
we are told of a set-up: gallery, path, terrace, bridge, island, with red 
blossoms floating on water and the water itself cutting a transverse passage. 
Potential order of movement is contrasted with the actual flows of blossoms 
and water. Impressive as this may be, it is dismissed as not what is most 
appealing. Here we arrive at the level of consideration of seasonal flux: 
autumn turns to freezing winter. The autumnal river ushers a sense of 
loneliness into the scene; the stillness of the distant peaks displaces the' 
floating red blossoms, while the flow of water is replaced by the image of 
the deep cold pond. Thus the outward turn toward distant peaks, and the 
deep cold pond echoes an inward turn towards solitude on the part of the 
master of the garden.
Duncan Campbell, “Qi Biaojia’s ‘Footnotes to Allegory Mountain’: Introduction and 
Translation,” Studies in the History o f Gardens and Designed Landscapes 19, 
3/4( 1999): 253-254.
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Certainly we can agree with Professor Chen’s remark, quoted at the 
beginning of this discussion, about “movement as the first and foremost 
consideration,” in Allegory Mountain. However, Qi Biaojia warns us 
explicitly that neither the narrow path that leads away toward the east, nor 
the bridge that leads from the terrace to the island, nor the motion of the red 
blossoms floating upon the ripples are “what appeals most to the mind of 
the Master of the Garden.” It is rather the viewing in stillness of the distant 
peaks -a  possible allusion to the remote heart—and the Cold Fragrance 
hibiscus whose life he shares. Here we have a case of “replenishing the 
empty.” For most of the year, the hibiscus cannot be seen at this site. It 
appears as we move from autumnal splendour (an ironical twist on the idea 
of emptiness) to bleak winter scenery when almost all the delightful flowers 
have disappeared and stillness is replenished. Thus we may have achieved a 
better understanding of Professor Chen’s remarks that “as stillness and 
motion interweave, they naturally create fine interest,” and we can 
understand how different this interest is from the delight taken in 
discovering sights that can be photographed and appreciated visually by 
tourists who blinkered as they may be by their aesthetical desires, has not 
been prevented from engaging in the modem practice of garden 
appreciation.
“Yuan shuo” (On Gardens)
In the final section of this Chapter, I propose to read the “Yuan shuo” HI ¡¡ft 
chapter of Yuan ye in the light of the foregoing discussion of movement and
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stillness. My sense is that Chen Congzhou’s discussion of dongguan and 
jingguan is not a simple key to “Yuan shuo.” If there is a relationship 
between movement and stillness in Yuan ye and in the Ming texts already 
discussed in the light of Professor Chen’s remarks, it can only be discerned 
obliquely.
In existing translations of this text, there has been a tendency to read the 
sentences as statements of what one should do (design imperatives) and of 
what something can be used for (functionality). In what follows, consistent 
with my approach to readings of other parts of Yuan ye, I shall attempt to 
highlight the absence of the notion of wilful imposition on the land, and to 
avoid the reductive understanding of the text in terms of the imperative and 
the functional. After consulting the major commentators and translators of 
Yuan ye, and avoiding matters of annotation and commentary to the extent 
that they are not immediately relevant to my argument, I divided the lines 
into 24 parts as follows:
[1] In the construction of gardens generally,
Irrespective of whether they are in the countryside or the
Suburbs,
Remote sites are superior.
[2] When clearing away woodland,
Selectively prune the thickets of undergrowth,
Views can be obtained according to the circumstances.
[3] Along mountain streams,
Skirt and trim the orchids and angelica.
[4] Footpaths lie along the Three Benefits,
52 Peter Valder, The Garden Plants o f China (Glebe, NSW.: Florilegium, 1999), 119ff.
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Foundations comparable to a thousand autumns,
Perimeter walls half-concealed under creepers,
Roof-frames winding amongst treetops:
[5] As one looks afar from a mountain tower,
All within view is like this.
When one seeks seclusion among banks of bamboo,
This is indeed enchanting.
[6] Buildings tall and breezy,
Windows and doors next to open areas,
Receive the view of a vast expanse of water and 
Take in the splendor of the four seasons.
[7] The shade of phoenix trees cloak the ground,
The shade of pagoda trees fronts the halls.
[8] Plant willow trees along an embankment,
Prune plum trees surrounding the house,
[9] Erect a thatched hut in a cluster of bamboo,
Divert the long course of a river-branch,
Array a screen of tapestry-like hills,
Set out towering emeralds of a thousand xun:5i
[ 10] Even though all these are executed by men,
They are as if created by Heaven.
[11] Temple towers half-concealed beyond enframing windows 
Seem like a painting by the Younger Li.
Mountain peaks piled up like “split rocks”
Roughly resemble half a wall by Great Madness.
[12] Xiu temples can be selected as neighbor,
For then Buddhist chanting can reach one’s ears.
Distant peaks are especially suitable for borrowed views,
As their elegant appearance is delectable.
[13] Amidst purple air and blue mist,
The cries of cranes are carried to one’s pillow.
53 Xun is a unit of measurement equal to 8 Chinese chi, about 2.64 m.
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Next to white duckweed and red smartweed,
One can enter into covenants with seagulls by the jetty.
[14] Touring a mountain mounted on a bamboo sedan-chair, 
Carrying an oak staff to seek pleasure on water,
Parapet walls incline as they soar skywards,
Long rainbows span wide.
[15] One will not envy Mojie’s Wangchuan,
How can Jilun’s Golden Valley be mentioned?
A bay is just the equal of Dispersing Summer —
Can one hundred mou be Hiding Spring?
[16] The keeping of deer makes one’s tours worthwhile, 
Cultivating fish allows fishing.
[ 17] While drinking forfeits in a summer pavilion,
A breeze arises amongst bamboos as one blends iced drinks.
While drawing near a fire in a warm storied pavilion,
Boiling ice in a cheng vessel sounds like wind howling in the 
pines.
[18] When one’s thirst is completely quenched,
One’s worries are dispelled instantly.
[ 19] The evening rain on banana plants seems to be mingled 
with the tear of a mermaid.
Willow trees in early morning breezes sway like the slim waist 
of the Man maiden.
[20] With bamboo placed before windows,
And pear trees parted to form courtyards,
The boundless light of the moon quietly disturbs falls unevenly 
on lute music lying on a couch,
while “se, se” the sound of wind sets ripples upon a crescent of 
autumn waters.
[21] As one feels the pure air approaching one’s table and mat, 
Worldly dust would instantly keep away from one’s breast.
[22] There should be no restriction on the choice of lattice 
windows,
Follow what is suitable and appropriate for their 
use;
[23] Railings can be freely designed according to the 
circumstances,
Creating new model-patterns and discarding the conventional.
[24] Even though such a garden is not quite a grand sight,
One will have to grant it the title of a small retreat.
Parts 1 and 24 seem to be declarative statements that frame the discussion. 
Part 2 is concerned with the notion of making a clearing and with the 
emergence of a landscape by clearing and trimming. The tone of these lines 
equivocates between prescription and suggestion. Part 23 is also concerned 
with a kind of clearing, but this has to do with maintaining the openness of 
design thinking, warding off the codification and conventionalization of 
designs. In both Part 2 and Part 23, the emphasis is on doing what is 
situationally appropriate. It is clear that this emphasis echoes the concerns 
of “Xing zao lun,” the chapter that immediately precedes “Yuan shuo.”
Between Part 2 and Part 23, the text develops a series of four cadences. The 
drift of the text initiated in Part 2 appears to reach a cadence at the end of 
Part 5. Parts 6-10, 11-18, and 19-21 all form similar cadences. In each case, 
the discussion turns to the notion of affect (feeling enchanted, encountering 
an impression of the equivocation of the artificial and the natural in a 
designed landscape, worries dispelled after drinking, feeling removed from 
the mundane dusty world). However, the rhetorical disjunctions of the text 
obviate any easy reading that construes the movements of the designer as 
instrumentally directed at specific outcomes.
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For instance, Parts 2-3 correlates the actions of the designer with specific 
site conditions, but the lines in Part 4 disrupt the catalogue of prospective 
actions by introducing a temporal disjunction. The lines of Part 4 are cast 
by the lines in Part 5 as a retrospective review of what has already been 
done by oneself and others (e.g., footpaths arranged along Three Benefits— 
pine, bamboo and plum—the so-called Three Friends of Winter; perimeter 
walls half-concealed by plants). Then there is a momentary elevation of 
perspective (looking afar from a tower), breaking with the grounded 
considerations of the preceding lines, and this is followed by the grounded 
action of seeking seclusion among bamboos just before a moment of 
enchantment is evoked.
The movements of the designer shuttles between unfolding of potential in a 
site (Parts 2-3) and a retrospective review of set-ups that can stimulate the 
designer to conceive new interventions by looking back (Part 4). The 
orientation of thinking turns backwards and forwards, weaving architectural 
and landscape considerations together. The movements of pruning and 
obtaining views in Part 2 gives way to the moment of viewing in stillness in 
a tower and quiet seclusion among banks of bamboo in Part 5.
Part 6 begins the next section of the text by presenting the situation of 
viewing in stillness again. This action (ambiguously imputed to humans 
and/or buildings) is then correlated with the action of the trees that provide 
shade. Parts 8 and 9 correlate prospective action and its circumstance. 
Planting and pruning are aligned with different plants and locations. A 
similar temporal shift to that found between Parts 2-3 and Part 4 can be
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found between Parts 8-9 and Part 10, which consider the works 
retrospectively and pronounces them “as if created by Heaven.” The pairing 
of a building reach up to take in views in Part 6 (something relatively 
artificial) and “what the trees do” by reaching down and cloaking the 
ground in Part 7 (something relatively natural) is echoed by human actions 
of emplacement detailed in Parts 8-9 and the pronouncement that these are 
“as if created by Heaven.” If we grouped Parts 7 and 8 together as 
contrasting parts that focus on what the plants do and what humans do, Parts 
6 and 9 can be clearly seen to be concerned with the erection of buildings as 
offering vantage points of viewing in stillness. Since all design actions are 
as if conducted by Heaven, the implication seems to be that the designer is 
engaged in stillness-in-motion. Planting and pruning, and erecting and 
diverting are set up as two pairs of complementary gestures.
Part 11 begins the next section of the text with a note of contrast. Where 
Part 10 has used “as if created by Heaven” as a term of approval, Part 11 
likens framed views and rockeries to paintings by two famous painters, Li 
Zhaodao (fl. 670-730) and Huang Gongwang (1269-1354).
In this way, the previous section can be seen as emphasizing the “forward” 
unfolding of potential in a process of design, whereas this section is overtly 
reading possible experiences in terms of previous codings of the tradition. 
The Xiu temples are Buddhist is played off against Purple air, blue mist and 
cranes of Daoism. The text is clearly taking the form of retroduction, 
evoking possible experience by using literary allusions to heighten a sense 
of resonance. The result is an intensified experience, inter-modal play 
between garden design and remembered literary texts. For instance, as
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Professor Chen Zhi has shown, “delectable appearance” (Part 12, line 4) is a 
reference to a line from a poem by Bai Juyi, and making covenants with 
seagulls draws on a tradition about this bird (Part 13, line 4).54
Part 12 juxtaposes the stillness of listening to chanting with the active 
borrowing of views. Part 13 juxtaposes the stillness of the person who hears 
the cranes while in bed, with the movement of the person who makes 
covenants with seagulls. Part 14 juxtaposes human movements in a 
landscape with the apparent movements of walls and “long rainbows,” that 
is, bridges.55
Part 15 appears to be a turning point that avoids an over-emphasis on the 
continuity of tradition. The Wangchuan Estate and Shi Chong’s Garden of 
Golden Valley are not particularly enviable when compared with the 
scenery evoked by Ji Cheng. This is a corrective directed against 
historicism and simplistic nostalgia. Aural experience is emphasized: the 
.soft sound of breezes among bamboos in summer is contrasted with the 
sounding of water boiling that sounds like the much louder sounds of 
howling winds through the pines in winter. There is a strong resonance 
between inside and outside in these lines: iced drinks, bamboo and breezes, 
on the one hand, and boiling ice, pines and howling winds, on the other.
54
55
YY2, 54. 
Ibid.
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Part 18 correlates an activity (drinking) with the dispelling of worries and, 
in this way, echoes Part 5, which correlates taking in an expansive view and 
seeking seclusion among bamboos with the intoxication of the heart.
Part 19 begins the 4th section of the text by continuing the focus on aural 
experiences introduced in the previous section. Rain falling on banana 
leaves in the evening (which we hear) is juxtaposed with willows swaying 
in breezes in the morning (which we see).
Part 20 opens with the notions of emplacement and clearing and echoes 
Parts 2-3 in the first section of the text. It continues the interplay of sound 
and light, hearing and seeing, which has been set up in the 3rd section, and 
continued in Part 19. The movements of the moonlight and of the wind here 
play implicitly against a person who is viewing in position. Part 21 focuses 
on the refreshing role of pure air. This echoes the refreshing drinks featured 
in Parts 17-18.
It is striking to note that the parts of this text that I have designated as 
marking a cadence seem to be related to stillness. In Part 5, the viewing in 
position mentioned in lines 1-2 is played off a search for seclusion, which 
presumably concludes with the stillness of seclusion. Part 6 and Part 11 
both begin with viewing-in-position. Part 10 seems to be about the 
stillness-in-motion on the part of the designers. Part 18 implies that when 
one’s mind is no longer exercised by worries, one would attain peace of 
mind. Part 21 implies that the person who feels the pure air is seated behind 
a table.
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Considered in this way, “Yuan shuo” appears to be a text that sets up the 
interplay of movement and stillness at different levels. Expectation and 
suspense, quiescence and arousal, action and reaction, passivity and activity, 
are correlated. The text conveys a logic of emergence in which process and 
potential, memories and design interventions are mutually implicated. The 
movements of design invervention are integrated with the movements of 
natural phenomena and human inhabitation in a rhythmic unfolding.
Because the nodal points of this rhythmic unfolding seem to be moments 
that privilege the perspective of stillness in the experience of gardens, this 
creates a significant resonance with the Ming essays discussed above.
197
5. Cultural Memory
In modem scholarship on Chinese gardens, the cultural memory of gardens 
is often understood in a monolithic and ahistorical way. Cultural memory of 
exemplary gardens is sometimes presented as if it was a natural 
phenomenon of accretion. On this view, instances of literary allusion in 
Yuan ye is often understood as not different in a substantial way with 
references to the past in other texts. In this Chapter, I would like to argue 
that the use of Chinese secondary sources pertinent to the study of gardens, 
encyclopaedias {lei shu) and books of quotations, might be useful in 
articulating a more nuanced view of the formation and functioning of the 
cultural memory of Chinese gardens. In the case of Yuan ye, I would like to 
suggest that the interplay between prospective experience and the 
retroduction of remembered fragments of an exemplary past into design 
thinking is something that emerged in the context of the formation of the 
cultural memory of gardens. In this process of formation, the “already said” 
of a literary tradition is suspended in a space of quotation, opening up 
fragments for re-activation in future design processes. The shuttling 
between prospective and retrospective senses of temporal orientation that we 
have noted in “Jie jing” and “Yuan shuo” can be related to this broader 
context.
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The Closure of Meaning
Some twenty years ago, I was for several years devoted to the study of the 
religious symbolism of buildings and cities. The works of Mircea Eliade 
and Ananda Coomaraswamy were my main guides. In these works, the 
fundamental characteristics of space—point, extension, order, and 
enclosure—feature as the basic aspects through which architectural 
symbolism operates. In the structuralist hermeneutics of Eliade, centrality 
and axiality in architecture are understood as part of a system of 
homologous symbols in traditional culture. I was greatly impressed by 
Eliade and Coomaraswamy’s understanding of the fixed relationship 
between architectural structure and architectural meaning. Happily going on 
overdrive with the homology of symbols, it was quite a few years before a 
chance encounter with the work of the anthropologist James A. Boon 
brought me to the idea that symbols that are homologous might nevertheless 
have their specificity and are non-substitutable with each other.
Not long after I began to study the history of Chinese gardens, I gained the 
impression that the understanding of structure and meaning in Eliade and 
Coomaraswamy had little purchase in the study of Chinese gardens. The 
synchronic analysis of symbols seemed to belie the conspicuously historical 
understanding of space and time in Chinese gardens. Apart from the theme 
of the immortals’ islands in early Chinese gardens, represented by three
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islands in a lake,1 it was hard to locate other instances in which spatial 
structure and religious meaning could be understood as a fixed relationship. 
In most contexts in which the theme of garden as paradise appeared, it is not 
possible to delineate a clear relationship between the overall plan of a 
garden and the paradisaical significance that its name may announce. In 
Yuan ye itself, it was not possible to find much evidence of the symbolism 
of gardens.
Gradually, Coomaraswamy’s understanding of a philosophia perennis gave 
way in my mind to the contrast of traditions in the field of comparative 
philosophy.2 The understanding of order in terms of one-many, part-whole 
relationships gave way to its construal in terms of a vaguely defined field 
with changing, pulsating foci.3 The function of walls in Chinese gardens is 
then understood not as the clear demarcation of inside and outside, profane 
and sacred, but as ambiguated boundaries. One encounters walls 
everywhere without necessarily being concerned with the wall that defined 
the garden in terms of inside and outside. I began to see in the structuration 
of textual sources on Chinese gardens how subject and object are not held in 
dualistic opposition. In what follows, I propose to extend the explorations 
of the preceding chapters by returning to the Song dynasty encyclopaedia,
1 Lothar Ledderose, “The Earthly Paradise: Religious Elements in Chinese Landscape 
Art,” in Theories o f  the Arts in China, ed. Susan Bush and Christian Murck (Princeton 
University Press, 1983), 165-183. See also J. C. Cooper, “The Symbolism of the Taoist 
Garden,” Studies in Comparative Religion.(Autumn 1977): 224-234.
2 For a recent overview of this field, see Robert Cummings Neville, Boston Confucianism: 
Portable Tradition in the Late-Modern World (Albany, N.Y.: State University of New 
York Press, 2000).
3 David L. Hall & Roger T. Ames, “The Cosmological Setting of Chinese Gardens,” 
Studies in the History o f Gardens & Designed Landscapes 18,3 (Autumn 1998): 175- 
186.
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Gu jin he bi shi lei beiyao lc, (Compendium of Things
from the Past and Present Organized by Functional Similarity), and to 
related it to a Ming dynasty book of quotations, Zui Gu Tang Jian sao
(The Sweep of the Sword from the Hall for Getting Drunk on 
Antiquity), compiled by Lu Shaoheng &a@Ifi(fl.l624).
My basic motivation is a dissatisfaction with the closure of meaning that 
seems to accompany the explication of Chinese gardens. In modem 
scholarship, the explication of literary references incorporated in Chinese 
gardens is accepted as a normal undertaking. These literary references have 
come to be understood as fixed and decipherable meanings of a garden. The 
two sources that I shall discuss will, I hope, allow me to evoke a more fluid 
and complex understanding of this matter.
My approach to reading these sources is derived from the discussion of the 
peripatetic thinking that shuttles between here-and-now and there-and then 
presented in Chapter 3. In what follows, I propose to consider the 
experience of a Ming garden not as a matter of enjoying an immediate scene 
but as two kinds of interpenetration.
1. The space of painting interpenetrates the space of cultural 
landscapes. In Li Yu (1611-1680)’s Xian qing ou j i  l^fif {$16 (Casual 
Expressions of Idle Feelings, 1671), a fan-shaped window of a boat cabin 
captures the landscape for travellers and invites them to consider the 
equivalence of painted landscapes (on folding fans) with the landscape
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outside the cabin.4 This kind of perspective is evident in the “Yuan shuo” 
@1$ chapter in Yuan ye, where garden scenery is explicitly likened to the 
paintings of various masters.5
2. Another kind of interpenetration is that of textual memory and 
immediate scene. In Qi Biaojia’s “Footnotes to Allegory Mountain”, 
perhaps the most detailed text concerning a Chinese garden to be translated 
into English, scenic spots are discussed in relation to remembered texts that 
the author had memorized.6 For instance, Qi Biaojia tells us that his Bin 
Vegetable Plot (Bin Pu ®  0 ) yields one or two cartloads of sweet 
potatoes...He writes: “When eaten instead of grain, the harvest is enough to 
fill the bellies of a hundred people. I often find myself intoning those lines 
from Tao Qian’s poem that go: “Contentedly I sit/and pour the new spring 
wine,/Or go out to pluck/vegetables in my garden.” The atmosphere is very 
much akin to that found in the first poem of the “Airs of Bin” section of the 
Book o f Songs which speaks of “boiling the mallow” and “drying the dates,” 
and so I have named my vegetable plot, Bin.”7 8 Elsewhere, writing about 
Water Bright Gallery (Shui Ming Lang the owner tells us that the
o
scene brings to mind a couplet of Du Fu’s poem “Moon”. A similar 
interpenetration of remembered text and immediate scene in the experience
4 Li Yu, Liweng Yi jiay an  quan ji, 16 vols. , vol. 14, 4 .16a-20a. See also Francesca Bray, 
Technology and Gender: Fabrics of Power in Late Imperial China (Berkeley: University 
of California Press, 1997), 86ff.
5 YY2, 51.
6 Duncan Campbell, “Qi Biaojia’s ‘Foonotes to Allegory Mountain’: Introduction and 
Translation,” Studies in the History o f Gardens & Designed Landscapes 1 9 ,3/4 (July- 
December 1999): 243-275.
7 Ibid., 259.
8 Ibid., 247.
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of gardens is conspicuous in the late Professor Chen Congzhou’s study of 
Suzhou gardens discussed in Chapter 2 above, in which black and white 
photographs are paired with a quotation from Song dynasty song lyrics.9 
This kind of memory is clearly evident in Yuan ye: for instance, in the 
chapter on “Li ji” al^  (Establishing Foundations), in which certain scenes 
are said to evoke poetic lines by Wang Wei 10
These two kinds of interpenetration complicate our understanding of the 
imaginative engagement with gardens in Ming culture, and both depend on 
acculturization through the study of painting and poetry. In contrast to the 
ahistorical meaning of symbols revealed by the hermeneutics of Eliade and 
Coomaraswamy, it is striking to find in the Chinese texts a personal and 
open-ended encounter of place and meaning. They highlight the 
significance of textual recall in the experience of Chinese gardens. The two 
sources that I shall examine in the following discussion are also caught up 
with this topic, and I shall attempt to show how they might enable a more 
historically layered understanding of the formation of textual recall and the 
experience of gardens which can inform our understanding of the culture 
from which Yuan ye emerged.
9 See my “Longing and Belonging in Chinese Garden History,” in Perspectives on Garden 
Histories, ed. Michel Conan (Washington D.C.: Dumbarton Oaks, 1999), 207-221.
,0 YY2, 71.
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Catalogues of Exemplary Instances
In the Gu jin he bi shi lei bei y a o 1 there is a section devoted to gardens. It 
gives brief quotations to indicate the original context of the topos of 
gardens: poems from the Book o f Songs, an entry from the Shuo wen 
dictionary, an excerpt from the Han dynastic history (referring to the story of 
how Dong Zhongshu H'i'l1 H, the Confucian master, had lowered his blinds 
of his study and did not venture into his garden for 3 years). Literate readers 
would have memorized these sources either in their entirety or substantial 
parts of them, so only brief quotations are given in the encyclopaedia. 
Writings from closer to the time of the compilation of the encyclopaedia are 
transcribed at greater length. Sima Guang’s (1019-1086) “Du Le
Yuan ji” (Record of the Garden of Solitary Happiness), and the
colophon to the Record of the Celebrated Gardens of Luoyang by Li Jinan, 
are among the texts included. The section concludes with a series of 
quotations from poems. Overall, this text gives the kind of knowledge that 
would be helpful in meeting the demands of reading and writing.
The Chinese “encyclopaedia” (lei shu H) can be contextualized
historically by considering the growth of printing.12 Wood-block printing 
had been invented by Buddhists in or before the eighth century. In the tenth 
century, the government produced printed editions of the classics. Printing 
spread through China from the 10th century onwards generating an impact
11 Xie Weixin, Gu jin he bi shi lei biyao, 3 vols., Si ku lei shu cong kan (Shanghai: 
Shanghai guji chubaneshe, 1992), section on imperial gardens, 3: 127-130; section on 
domestic gardens, 3: 131-136.
12 John W. Chaffee, The Thorny Gates o f Learning in Sung China: A Social History o f  
Examinations, 2nd edition (Albany: State University of New York Press, 1995), 14.
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greatly different from the spread of printing in 15 and 16th century Europe.
In Europe, the vernacular Bible and the Reformation are the main points of 
reference, whereas in China the authoritative editions of the classics and the 
examination system for entry to officialdom serve as main foci of 
consideration. The rise of the Chinese “encyclopaedia” is related to the 
examination system. Apart from writing a disquisition on political or 
philosophical topics and answer policy questions, the poetry candidates had 
to compose a poem ('shi I#) and a rhapsody (fu !i£).13 The lei shu contains 
material relevant to these requirements.14 Incidentally and over time, the lei 
shu helped to formalize the range of texts and anecdotes that inform 
discourse on gardens. I think this gives one layer of understanding for the 
literary recall that we see in later periods of Chinese history. What seems 
significant is that the classics and contemporary writings are cited side by 
side in the lei shu. This is not remarkable in the context of traditional China 
but, since contemporary landscape architects in China and elsewhere often 
have difficulty imagining the value of history and tradition in their practice, 
this aspect of the lei shu seems prone to neglect nowadays.
Extending the discussion of the Gu jin he bi shi lei biyao in Chapter 2 now, 
it should be emphasized that Chinese lei shus are not organized by 
“categories understood by appeal to shared essence or ‘natural kinds,’ but by 
a functional similarity or relationship that obtains among unique
13 Ibid., 5.
14 For general discussion of the examination system and the place of encyclopedias in it, see 
Benjamin A. Elman, A Cultural History o f Civil Examinations in Late Imperial China 
(Berkeley: University of California Press, 2000), 1 ff, 400-403.
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particulars.”15 Distinguishing Chinese concerns from assumptions in Plato’s 
Divided Line and Aristotle’s genera/species mode of classification, David L. 
Hall and Roger T. Ames highlight the absence of definitions in the lei shu, 
which gives examples, and models, but not definitions. “In the absence of 
what we would take to be logically defined relationships, there is not much 
to discipline what appears to be a welter of disparate detail.”16 In the terms 
of John Rajchman, one would say that the lei (category) “garden” is a 
disparate aggregation rather than a matter of attributive identity.17 This 
means that Chinese discourse on gardens unfolds as a discourse of concrete 
particulars rather than of abstract principles and concepts. It is a situational 
discourse. Exemplary moments are positioned in a general pattern of 
cultural deference and allusive references. The new and fresh is cast as the 
old refreshed. The literary resources circulated by the lei shu are part of 
this pattern of cultural development.
To take an example, the Garden of the Unsuccessful Politician in Suzhou 
has a storied pavilion called “Jian Shan Lou” (Storied Pavilion for
Viewing the Mountains). From the upper storey, one can get a view of the 
mountains outside the city. The name of this pavilion alludes to a famous 
poem by Tao Yuanming.19 In Sima Guang’s famous “Du Le Yuan ji,” 
featured in the lei shu I have been discussing, there is a terrace, also called
15 David L. Hall & Roger T. Ames, Anticipating China, 253.
16 Ibid.
17 John Rajchman, “On Not Being Any One,” in Anyone, ed. Cynthia Davidson (New York: 
Rizzoli, 1991), 100-111.
18 See pages 146ff above.
19 See A. R. Davis, T ’ao Yiian-ming (AD 365-427): His Works and Their Meaning, 2 vols., 
Cambridge, England, 1983, 1: 96.
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“Jian Shan.” The space of the Suzhou garden is therefore charged with the 
resonance of two other moments in former times. In a similar way, the 
memory of Chinese gardens is situational, episodic, local and focal (and the 
foci may be acts of speech, fragments of texts, as well as actual gardens 
whether extant or not).
I shall now turn to a later text which gives a second layer of the focalizing 
that will take us directly to a discussion of temporality.
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Suspended Quotations
In his preface to Wen Zhenheng’s Zhang wu zhi (Treatise on Superfluous 
Things, c. 1615-1620), the late Professor Chen Zhi mentioned a number of 
Ming texts relevant to the study of gardens. Among these is a book of 
quotations called Zui Gu Tang Jian sao. Historians of Chinese gardens have 
been slow to explore the aphoristic literature from this period, and the 
contemporary scholar who has devoted most attention to it is actually the 
Japanese literary historian, Goyama Kiwamu ill fu. In what follows, I 
shall rely on his important work.
20 For Sima Guang’s own essay on this garden, see “Du Le Yuan ji,” in Zhongguo lidai 
mingyuanji xuanzhu, ed. Chen Zhi & Zhang Gongshi (Hefei: Anhui kexue chubanshe, 
1983), 24-28.
21 Wen Zengheng, Zhang wu zhi jiao zhu, ed. Chen Zhi & Yang Zhaobao (Nanjing: Jiangsu 
kexue jishu chubanshe, 1984), 2.
22 Göyama Kiwamu, Suikodo kenso (Tokyo : Meitoku Shuppansha, 1978). See also 
Tsukamoto Tetsuzûo, Suikodo kenso (Tokyo: Yûhôdô, 1928).
207
The Sweep of the Sword is divided into 12 sections, each distinguished by a 
single-character title. The presence of a section entitled “jin g f  scenery, 
might incline us to imagine that this is the reason why Professor Chen Zhi 
had mentioned this text as a source for Ming gardens. But as I studied the 
text, it appeared that there might be more to it than that. The text is a 
disparate aggregation of suspended quotations citing fragments about 
personal relationships and outlook on life, and about the appreciation of 
landscapes. I shall attempt to maintain the flavour of the aggregation and 
disjunction evident in the original work by adducing fragments, following a 
sequence of fragments with ad hoc comments that I hope will evoke a sense 
of consistency in spite of their variety.
The compiler prefaces the first section, entitled “Sobering Up,” with these 
words:
Those who take the wine of Zhongshan would lie intoxicated for 
a thousand days at a time. The present world is befuddled and 
harried. There is not a day that the world is not drunk and not a 
person who is not drunk. Those who seek after reputation are 
drunk at court. Those who seek after profits are drunk in the 
[political] wilderness. Those who are boisterous and ebullient 
are drunk with sounds, colours, carriages and horses and the 
world has actually become a world in stupor: How can one get a 
dose of cool lucidity so that everyone would sober up....
The quotations are offered as a dose of cool lucidity, which is to say that we 
should consider quotation as active agency. There is a conspicuous tension 
between the sectional headings with the quotations themselves. Each
23 Goyama, Suikodo kenso, 29.
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quotation serves to focus attention and disposition. The general horizon is 
that of a corrective.
[8] Dwelling in the mountains is a fine affair, but with even a 
slight sense of attachment, it is the same as being in a market or 
at court. The connoisseurship of calligraphy and painting is an 
elegant affair, but with a little greed and obsession, one is just 
the same as merchants and dealers. Poetry and wine are 
pleasurable affairs, but once addicted to them, it can be just hell. 
Being hospitable is a liberal affair, but if one is caught up with 
vulgar fellows, it would feel the same as an ocean of suffering.24
In the section on sentiments (qing fit), we find quotations that deal with 
settings or scenarios that have a bearing on one’s personal condition. In the 
place of direct discussion of sentiments, we find an oblique approach via 
evocations of jing  (□, scene). The reader is often set in motion in search of 
a vantage point from which to consider the quotations. The Sweep o f the 
Sword is not just offering flat declarations of principle or moral. “[31 ] An 
evening of conversation with one person can be superior to ten years of 
reading. [32] A piece of autumnal mountain can cure a patient. Half a cry 
from a spring bird can rouse a melancholic.”25
The section on invigoration is meant to enliven readers. “[35] Peeking at an 
oriole beyond bamboos, peeking at water beyond trees, peeking at clouds 
beyond mountain peaks; it is hard to say whether I was being intentional or 
unintentional. Birds coming to peek at humans, the moon coming to take a 
peek at the wine, the snow coming to take a peek at the book; just see
24 Ibid., 34.
25 Ibid., 49-50.
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whether they have sentiments or not.”26 Here the mutuality of person and 
world seems to be highlighted as something that would perk up the 
frustrated reader.
“[37] When the leaves at the tip of a branch is about to fall, one loves the 
tree even more. Only when the wild birds in front of the eaves reaches 
death, only then can it leave the cage. This is how pitiful human existence 
is.”27 This focus on transience and release seems to be aimed at everyday 
indifference.
The 4th section, entitled “Ling” II , seems to be about something noumenal,
an indwelling, enlivening force. “[46] Beyond the eaves of the hatched hut,
/
one suddenly hears the bark of dogs and the crow of cocks, it seems like a 
world within clouds. Beneath a bamboo window, only with the murmuring 
of cicadas and the cawing of crows would one know the world of silence.”28 
Near the sounds of domestic animals, one retains a sense of a world beyond. 
In the sounds of nature lies our awareness of silence. The correlation of 
inside and outside is echoed in the following:
[57] Closing the door, the place becomes a deep mountain.
Reading a book, the Pure Land is everywhere.29
[52] Searching for plum blossoms after the snow, visiting 
chrysanthemums before the frost, protecting the orchids during 
rain, listening to bamboos beyond the wind, these are surely the
26 Ibid., 52-53.
27 Ibid., 54.
28 Ibid., 59.
29 Ibid., 65.
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leisurely sentiments of rustics and truly the deep interest of 
literati.30
[55] One wishes to rise late during winter, early during summer. 
One wishes to sleep amply in spring and very little during the 
day.31
In these quotations, landscape appreciation is figured as a timely and 
particular matter. This is echoed elsewhere in the compilation; for instance:
[185] There is a place and a time for the appreciation of flowers. 
If one cannot be timely and wantonly command the guests, this 
would be an affront. Flowers of cold weather are suited to first 
snow, to clearing skies, to a new moon, to heated chambers. 
Flowers of warm weather are suited to sunny days, to slightly 
chilly weather, to grand halls. Flowers of summer are suited to 
the time just after rain, to brisk breezes, to the shade of fine 
trees, to the base of bamboos, and to storied pavilions over 
water. Flowers of cool weather are suited to invigorating 
moonlight, to the setting sun, to empty steps, to moss-lined 
streams, to withered vines next to rocks. If one disregarded the 
wind and the month, failed to select a fine spot, the qi and the 
spirit would be dissipated and seem entirely at odds to each 
other. How would this be different from the flowers in brothels 
and pubs?32
The section on scenery turns out to invite an exploration of the limits of 
inter-modal equivalences between landscape, life, poetry and painting. It is 
prefaced with the following words:
30 Ibid., 63.
31 Ibid., 64.
32 Ibid., 185.
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Making a hut among pine trees and bamboos, leisurely clouds 
seal the door. Leaning against the base of a green forest, pollens 
stain one’s garments. Fragrant grasses fill the steps, several 
wafts of steam from [a cup of tea], the brightness of spring fills 
one’s eyes, and a yellow bird gives a cry. One can make a poem 
of this moment, or make a painting of it. One only fears that 
poetry would not express it exhaustively and painting would not 
exhaust its meaning. If a superior person or poet can exhaust it 
with fragmentary words or a few sentences, one can call it a 
poem, a painting, or a superior person or poet’s poetry-painting. 
Scenery is collected as Section Six.33
The section opens with a quotation that evokes movement through a
landscape that seems eminently paintable:
[99] Behind the door is a path, and the path should wind and 
turn. As the path turns there is a screen; the screen should be 
small. Passing behind the screen there are steps, the steps 
should be level. By the side of steps are flowers; the flowers 
should be fresh. Beyond the flowers is a wall; the wall should 
be low. In front of the wall are pine trees; the pine trees should 
be old. At the foot of the pine trees are rocks; the rocks should 
be strange. Facing the rocks is a pavilion; the pavilion should be 
plain. Behind the pavilion are bamboos; the bamboos should be 
sparsely planted. As the bamboos come to an end, there is a 
chamber; the chamber should be secluded. By the side of the 
chamber is a path; the path should branch out. As the paths 
meet up there is a bridge; the bridge should be precipitous. By 
the bridge are trees; the trees should be lofty. In the shade of the 
tree are grasses; the grasses should be green. Above the grasses 
is an irrigation channel; the channel should be narrow. The 
channel leads to a stream; the stream should turn into a 
waterfall. At the end of the stream is a mountain; the mountain 
should be deep. At the foot of the mountain is a dwelling; the 
dwelling should be square. At the comer of the dwelling is a 
vegetable garden; the garden should be broad. Within the 
garden are cranes; the cranes should dance. The cranes 
announce visitors; the visitors should not be vulgar. As the
[bid., 87.
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visitors arrive there is wine; the wine should not be declined. As 
the wine circulates there is a feeling of tipsiness; as one becomes 
tipsy one thinks of not returning home.34
[100] In the midst of bamboos along three paths, the rays of the 
sun are watery; this is certainly a fine hour for rustics. Under a 
window, the sounds of wind and rain; this is also fine scenery 
for recluses.35
[ 109] Those who paint snow cannot depict its purity. Those 
who paint the moon cannot depict its brightness. Those who 
paint flowers cannot depict their fragrance. Those who paint 
streams cannot depict their sounds. Those who paint people 
cannot depict their sentiments.36
In these quotations, delightful moments of experience in landscape settings 
are offered for poetic and/or painterly engagement. There is a clear 
emphasis on an awareness of what might elude poets and painters, not as 
something absolutely beyond poets and painters but as something beyond 
certain persons on a specific occasion. Gardens are not “like” poems or 
paintings; rather, gardens and poems-paintings can be mutually generative 
via the agency of a responsive artist.
There is also a thread of quotations dealing with the notion of contextual 
appropriateness (yi 1È), evident in this section and echoed elsewhere in the 
compilation:
[110] Reading books is suited to storied pavilions. There are 
five delightful aspects to this. First delight, one would not be
35 Ibid., 90-91.
36 Ibid., 96-97.
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startled by a knock on the door. Second delight, one can look 
afar. Third delight, damp air would not invade one’s bed.
Fourth delight, at treetops and the tips of bamboos, one can 
converse with birds. Fifth delight, clouds and vapours reside 
among lofty eaves.
[116] Windows are suited to the sounds of bamboos and rain. 
Pavilions are suited to the sound of autumnal winds. Benches 
are suited to the sounds of washing ink-stones. Beds are suited 
to the sounds of turning the pages of a book. Moonlight is suited 
to the sounds of a lute. Snow is suited to the sounds of [making] 
tea. Spring is suited to the sounds of zheng. Autumn is suited to 
the sounds of a flute. The night is suited to the sounds of a 
washing block.38
It is clear therefore that the promotion of a refined sensibility would form 
part of the lifeworld that Yuan ye addresses. We find in these quotations the 
notion that garden experiences are conjunctions of activities, of human time 
and seasonal time, and of sounds and settings. As we have seen in Chapter 
3, this is consonant with the outlook promoted in Yuan ye.
Goyama Kiwamu has managed to identify some of the source texts of these 
quotations. They are mainly from the Song and Ming periods, and some of 
the authors involved are contemporary with the compiler Lu Shaoheng. 
Here, it is important to note that the suspended nature of these quotations 
clearly means that they were presented to readers in a double register: (1) 
they are “things said,” and (2), they point to future experiences, and help 
bring them about. The quotations in the Sweep o f the Sword cut to the 
quick, weaving history (the retrospective appearance of the past) and
37 Ibid., 97.
38 Ibid., 102.
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tradition (the prospective appearance of the past) in a strange temporality.'9 
The present is dilated by recourse to things said in the past this dilated or re­
focussed present then contracts towards a future as it opens up, or harkens 
towards or ushers in an event that unfolds to refresh person and world. The 
appearance of the Sweep o f the Sword according to Western materialist 
historians coincides with a time of social change in Ming China, in which 
gardens should be considered as property and conspicuous consumption.40 
On this view, the Sweep o f the Sword would be seen as part of a broader 
pattern of the commodification of culture. I would argue though that the 
historical providence of a text like this should not be allowed to obscure the 
double register that I have identified, for the attractiveness of such a text for 
present-day students of landscape architecture lies precisely in its shuttling 
between a present-dilating-towards-past (a gathering-up) and a sense of 
gathered moments contracting towards a future.
Concluding Remarks
By way of conclusion, I would like to gather the strands of the foregoing 
discussion into the form of a gesture. I have been exploring two layers of 
cultural memory in the history of Chinese gardens. The first of these, 
represented by the Song-dynasty encyclopaedia, formalize a body of 
exemplary stories and texts of the Chinese tradition with regard to gardens.
39 I am borrowing these locutions from Wu Kuang-ming, History, Thinking, and Literature 
in Chinese Philosophy, Sun Yat-Sen Institute for Social Sciences and Philosophy 
Monograph Series No. 7 (Nankang, Taipei: n.p.,1991), 8.
40 See, for example, Craig Clunas, “The Gift and the Garden,” Orientations, 26,2(1995): 
38-45.
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These function as discourse ready-mades maintained in everyday usage as 
literary recall is maintained as an integral part of the experience of gardens. 
They are commonplaces that may be implicated in patterns of deference or 
difference. Outward movements in gardens become correlated with inward 
movements in recall and imagination.
The second layer of cultural memory is represented by the Sweep o f the 
Sword. Here suspended quotations allow the words to be ambiguated in 
register, the reader is allowed to shuttle between prescription, suggestion 
and evocation. This seems crucial to the capacity of the quotations to take 
on a futural significance.
In the cultural context of Yuan ye in 17lh-century China, I would suggest that 
these two layers of cultural memory operated together. The first maintains 
the specificity of historical orientation as allusion to exemplary events and 
personages was integral to discourse on gardens. The second opened the 
tradition of things said to the scenarios of self-cultivation and social 
distinction.
In the spirit of experimentation, I would suggest that these sources can be 
construed in terms of virtuality, i.e. not in terms of the possible and the real, 
the realization of possibilities, the circumscription of invention by an 
exemplary past. The object of discourse is a tuning of personal disposition 
and not landscape as ideal object. Both the literary citations of the Song 
encyclopaedia and the Sweep o f the Sword convey not just a past that is no 
more, nor a future possibility that is not yet. (These construals seem over-
216
invested in maintaining the volitional autonomy of the present.) I would 
think of these texts as entities that harbor and help circulate virtualities and 
induce actualization through the tuning of dispositions. In this sense, these 
text can be seen to nourish the open-ended thinking instantiated by Yuan ye.
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Appendix
Guide to Secondary Sources on Chinese Gardens
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